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MENTAL EFFECTS AND MANUAL SIGN'S OF TONES IN KEY 


M'E.—The diagram shew the hand as seen by pupils skiing in front of the teacher toward his left 
I be teacher makes his signs in front of his ribs , chesty face and head, rising a little as the tones 
and falling as they yo down . 


SECOND STEP. 


FIRST STEP. 


THIRD STEP. 


SOU. 

The Grand or bright tone,— the Major 
Dominant, making with Tc and May the 
Dominant Chord,— the Chord S, and" with 
Muh also the Chord 7 S. 


, Fiercixg or s, 
tone, -the Major Lj 
lONB, making -with J? 
-km the weak Chord T. 


LAH. 

Tho Sad or weeping tone 
— the Major Submediant 
making with Boh and Mi 
the Chord L. 


ME. 

The Steady or calm tone,— the 
Major Mediant, making with Boh and 
Te the rarely used Chord M. 


FAR 

J?? 10 jP ES Sr A ^ E or ttiveknspiring 
^ ie . M ;i J or fe r b 23 o m i sr a x t, 
Jang mth Lah and Boh, tho Sub- 
t Chord, —flio Chord F, 

whcn 


2?° or tonG >- JM tho Chord R in 

fthe%on^ In rT Wlt l case lt is naturally £ 

//the. Tome Chord, komma flatter, and n 

* - distinguished as Bah. 





TOgee-signs 

,X TB:E pu HL’S {NOT T 


FOE time, 

E LICHEE’S) POINT 


TAA-efe. 


T AAJSAI. 


SAAYA1. 





TONIC SOL-FA TIME CHART, 


By John Oim wen*. 


l¥li oJes, ^Halves. Quarters. 

.*1 1 : 1 , 1 . 1,1 

^ , ta a J tnfutcfo 

or XAA-AI I 


Thirds, 


ta&TAi 


TAATAI 


MttdiiiteQ 


.'Miatefe 


■aatai 


tafates* 


&JJTAI 


TAAStfe 


TAASJ7 


taasa/tee 


Eighths ' : 11 , 11 . 11 , 111 ^ :ll ( ll,ll 

ianafaiiatenefeno ' * 1 - • - ■ ■ - 

Nint ^ : 111 , 11 1,1 !i 

taralatcreletirili 


Sixths. 

2 accents, 


lll.lll 

taralaterele 




Irmg themselves up to the mark distinctly- d- 
hy the examination at the close of the firs ' 
Ivarejy have yve found classes so quick and 
that they can accomplish the first st< 
lesson. The teacher studies tin 
about to teach, and draws 
accordingly. . Until he knows his 
iectly he will seldom he abb, 
exactly what he had planned to do' 
goes to his class with a plan,— ha v’ 
exercises to he done, and having- an 
own mind and pictured to his : 
blunders he will bo required to ' 
brief verbal explanations he will h* i 
make. 

When a new topic is introduced, it occmnVs 
larger .portion of time than the other tm, £ hf 
may at first do this even to the 
Lut directly a subject lias reached the "vewin^ 
point in a class it must ston even if u i lA ° 
pied only ashort time. At i&st he ch 
■ be given to the subject of tunc and not ..fin 7i 
attention of the oil t^“-iT ni^ 

does the teacher introduce the first elements Sf ™ * 
as a variety. When the a,socia¥on ^ d ‘S 
and interval inJmsis fully establish r.d 1 ? 

till then, will nuwk attentSho^ Uo «, «ri^ 

time names. It is not wise to'introlmo Vte# 

Effects, and the preparation for Certificates Th a 
experienced teacher knows how l' r 
topics of Ids class, how to pass rurmmtlv^M^ 0 1 10 
to the other, how to keep up the i 1 ^ fr %V no 

of|ud^ ForRm 


.rawn 
it step, 
ready 
. 'P at a single 
: J n d of class he is 
out the plan of his lessons 
’ class more per- 
able to do in a lesson 
bufc be always 
'jug chosen the 
itieipated in his 
imagination, the 
: correct, and the 
expected to 


the different capacities, tastes, and circumstances 
of our pupils make it impossible. A School lesson 
and a lesson to an Evening class, a Reformatory 
lesson and a College lesson, differ exceedingly 
both in the manner of teaching and in the number 
of things which can he taught. I can only pro- 
vulo a general method, some points of which are 
essentia] and some non-essential, leaving the teacher 
to adapt this method to the particular class he has 
J.° with. Such topics as Harmony, Pronuncia- 
tion, .Musical Form, A oice Training-, and the difficult 
parts or Time, Tune, and Expression may, however 
important, be reckoned as non-essentials, and will 
have to be omitted in many classes. 

. -H though I could not fix the exact amount of 
instruction and exercise which every class can 
remve lesson by lesson, I have divided the method 
into ©tops, by a step I mean a certain stage of 
ho pupil s progress at which he is expected to stop 
and examine himself, and bring the different divi- 
sions of his labours (tune, time and expression) 
abreast of one another. This is what is called, in 
the counting house, “taking stock,” in the Honso 
pf Commons, “ Reporting progress ” I't is ns cor 
that ordinary students do icarn a certain 
° f branch of the subject concur mi ih/ t 

md this proportion is given as nearly as possible in 
)ach step. _ One-sidedness of study is most damrni 
ms and miserable to the student. A clever reader 
L^fT hOCann0t i ke0p ihm is cons tantly finding 

nmsolf wrong, and annoying his neighbours and 

IrnS/^h^ 310 of tmteieeh 

Ss to l!t h '? S atLsfaclor ^ * nd oftcn stops the 
mss to get his errors corrected. The stem with 

hem amphtude of questions at the end, enable all 
^embers of a class to march togeth^k^. 

1 ve^duT elf n iS a m ^ ni m ^rom the Step. 
5 eior?thel l y tQ S mvQ three or four lessons 

tee they finish the first stage of progress and 
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THE STANDARD COURSE 


tonic sol-fa method of TEACHING 


TO SING. 


»HnStSSr% SfS SSSkSSs £ r • % » «~„i, «w™ 

"'*»*» «. £**%££$} ‘s. * "• » >C5 

Voice Training t. , , 

•* I * « *& «* ** 

' It must ZhfeSS^t? of action. 
Good Trt-rm ^^then the muscles of the chest possible. The word v/v, r 1 a8 fiMte breath as 

SSI! SS# 

SrjmMofv^S ctl? S® ^ r f W «S 

Sr 0 f the <" hoekTtt ^ aSaiDSt th ° “ »“ — Sh °- W StTik ° 

Rush, Mr Melville ft d| ie an< * wJien ^ r * 

.»Ji,a yjsjt &{Sr»ca-«r>. 

action of the lips of tfe -LSjStt 


i&mmi 


against thepnlate as n Jr 7 on’ 1 /m’ f*^ d striI 
the upper tVeth s Possible to the root i 

t^sissssa&v 

hy a few’ experiments mth , iii« m ^ 0n0 ^ no 
free uen f Ji lUl J lls rnni voice. T1 

coSon lith TnroZ™ 1 *’ “ TOCaliziu S’ 5 
, Wth, enables the « 


FIRST STEP. 


T nv., able voice, a voice sweet read pleasing. The 
, urn vmvtl m (ns in father) is cn nmonly formed, 
j,v tv EnglMi,the French, and the Germans, far 
Ud: ill tl# mouth; but “the Italians, says 
Seller, ‘‘form no vowel so far Jront as 
tlu-irdear^onmimo: beautiful <wr.” When we copy 
tic> mM Italian voice- trainers in employing tins 
vo\vt-l — >-0 us ftd in vocalizing, because it opens the 
11JuU th v rop i*lv— -lot us take care to throw it for- 
n-ruxh and so 'Jive it the soft round Italian quality. 

U i,/urjiortuiiate that our ec, ta\ otr t and oo 9 do not, 
like the Italian aa, promote the proper opening’ or 
the mouth. . . 

The proner management of breath promotes 
a correct striking of the tones, as well as their 
parity and quality. Insufficient breath causes 
Jlatnoiss of pitch, at the same time with thin and 
poor quality. The slightest unnecessary lorco ot 
breath makes itself heard along with the vocal 
Hang, and causes mixture and impurity of tone. 

<« lev -Vy tomv * says Madame Seller, “requires. for 
Hi greatust ’ possible perfection, only a certain 
ipirmtiiy of breath, which cannot ^ be diminished or 
increased without injury. 11 ' As tho breath has to 
be received into the, lungs by tho same channel 
through which it leaves them, it is obvious that the 
regular action of breathing must lie interrupted j 
when we speak or sing. Hence the necessity of 
caro and management. Elocutionists as well as 
voice-trainers recommend that the lungs should be 
kept fairly full. Mrs. Blaine Hunt says : “Accustom 
yourself to take breath wherever you can, although 
you may not feel the necessity for it at the time. 
This is important to beginners, as it teaches them i 
soon to take it without exertion, and less perceptibly . 
to the hearer A Of course tho sensible singer can- ; 
■not take breath in any place in which his doing so ; 
would spoil the sense and continuity of the words, j 
or of the musical phrases. There is no need of j 
noisy effort to draw in tho breath ; the nose and j 
mouth being open, it is only necessary to expand 
tho ribs and tho lungs are filled. In the beginning 
of his studies tho singer should take breath at the 
end, and at some convenient place in the middle of 
each line of poetry. Gradually the muscles which 
hold the ribs distended sideways, as well as those 
underneath tho lungs, by which alone tho breath 
should bo expelled, or rather expended, will gain 
■ . strength. A long sustained tono should not he 
expected at first; and the a well upon such tones, 
properly d-livered, is, as Garcia, Busdnh and 
others show' ; among tho lu^i attainments of vocal 
! : '' ‘ ; : , ob Co. kXewJ 

l W Hi’ , ' . : 

.•hi • , : : V v '• ; ", b, ' 


power. Exercise steadily pursued, and nothing 
else can give to the muscles the requisite power of 
control. Voice exercises should, for a long time, 
be sung, as tho old Italian masters required, only 
softly, Tho effort to sing softly (or piano), with a 
full 'but not overcrowded chest, compels attention 
to the control of tho muscles; it also the hotter 
' enables the pupil to perceive for himself what is 
meant by purity and beautiful quality of tone. 
Until this perception is formed nothing is done, 
v The pupil in a popular evening class, . must, in this 
matter, rely chiefly on himself and his daily practice. 
It is hut little study of individual voices which a 
. class- teacher can give. Much, however, is done in 
classes by imitation and sympathy. Wo have 
noticed that every teacher who diimselfumderstands 1 ;! 
what “a good tono” Is, mil have it in his class; 
and •when once the right habit is established there, 
new comers naturally and easily fall into it. 

Position.' — The singer should ft) stand with heels 
together or in the soldiers posture of “stand at 
ease;” (b) with head erect, but not thrown back; 
(c) with shoulders held hack, but not up ; (d) with 
lungs kept naturally filled — not with raised chest, 
except on extraordinary occasions — but with the 
ribs, never allowed to collapse, pressing against the 
clothes at each side, and iho lower muscles of the 
abdomen drawn in; (e) with the mouth freely open, 
but not in the fish-mouth shape 0, — the lips being 
pressed upon the tectli, and drawn somewhat away 
from the opening, so as not to deaden the sound,— 
the lower jaw falling, — the palate so raised as to 
catch on its front-part the stream of air from tho 
lungs, — and the tongue flat, its tip just touching 
the lower teeth. These rules have to bo carefully 
studied by the singer, and, at first, they will make 
Mm stiff and self* conscious; but soon, and with 
care, the proper position will grow into a habit . 
Everything will be most easy, and the motto of the 
old masters will be realized — “Pleasant face makes 
pleasant tone.” The teacher “calls his pupils into 
position ” by giving out as words of command — 
u af u hf “ ef ''rff 16 cf At each order, tho pupils 
take the position indicated by those letters as 
above, and the teacher watches to make sure that 
they do so properly. He makes a sign — a motion— 
with the fingers of his left hand to those who do 
hot open the mouth sideways as much as he wish.es, 
and another sign to those who do not keep their 
teeth about two finger-breadths apart. He shakes 
his head at those who do not make a 4 * pleasant 
fa.ee,” and so on. Garcia says: “(km mouths of 




first step. 


I &™ “* those towards (ho lef 


””jr-3 WK.W v/* mbumj, jjx uuuvu . bUUL&s ux 

a sorrowful and grumbling character; those of 
winch the lips project, in the form of a funnel, give 
a hard harking voice; very wide mouths, which 
exhibit the teeth too much, render the tone rough ; 
those which have the teeth too close, form shrivelled 
tones.” These points must be attended to at the 
commencement , and in the course of every early 
lesson. There is no other way in which the pupil 
can bo saved from slovenly habits and coarse flat 


or between 


- p _ f , , t xopxciSCiUiS bllLS Koy-x 

hx. 1. Jo tram the muscles at the sides of the in the way in which 
umgs and under them , — To be repeated at the open- pupil will learn to s 
mg^oteaeh lesson of the first step. perceive their effec: 

The pupils standing, if possible, in single hie, noticing their relate 
round the room (so that the teacher may approach Pattern— The tn 

each one and quietly signify any defect of position w s inb the 

while the exercise is going on), the teacher raises The first art of the 
Ins hand while the pupils take in breath slowlv, AL™ bid then tr 

and without noise. The pupils /«M*their breath uS ho^sin-s h, 

while the hand remains high, and lot out the breath let° hin‘ 

agnm through the inouth, and gradually as the hold them S 3 longs' 
teacher lowers Ins hand. The teacher counts « 0110 ,” a , the modubtm?,, , 
•‘two, “three, &o. (at the rate of M. 60, or o.s hn sefe the rn 

slowly as a common eight-day clock ticks), while ha imitates ' ™ 1 

lowers his hand The pupils say, by holding up Ex 3 -The TW1 

bands, wlio held out as far as (< three M “fonv ” ? " 4 a ,, . . 

“ six,” &e. The teacher is well satisfied with “ four” clearly ^nd welf drl 
d06S a0t ^ — that from weak ^Kes^fortt 
® _ it, and immediately a 

,-kx. train the larynx for the production of the fifth above. ‘T1 

pure vocal kkmg. To be repeated at the opening of “ pattern,” singing ( 
each lesson in tbs first; step. its nearest related ton 

The teacher sings on tho syllable cd (as in gain, and imitation, this is 
P ad > a . nnddle tone of the voice, say G- or A. Ex. 4. The Teacl 
^.lie pupils imitate that tone,, ■-.commencing' immedi- I of the voice for the kc 
atelv the teacher opens Ms hand, and cutting it off | give him. that other 1 
sharply the instant the teacher closes his hand. does several times, al\ 

r ms done, he gives the vowel ai again, but immedi- Haines and Sie-ns 

. ’ tnanging, however, as little as possible the and sometimes n Jh 
«« positron oi the tongue, so as to secure the “for- which fe agreed uiton 

vard Italian aa. Tue pupils imitate, attention will answer the trarhr 

saiWi T- the n 4 to ^ 

il'iv A, £ Zul' dl V •!? A 1 ™ n0m tottes modulator and in cur 

^ " ltU D> wlth P > aEd Wlth A - just given Dolt, and tt 

Emsr Exercises is Tom ? oh \ Y or , voio ° Exori 

■p.. . T a ... , „ , has to look at pupils v 

riten. i*y pitch, _ we mean the highness or gnide their singing, it 

■■-■illness of sounds; the difference between the closed hand as a sign 1 

rounds proauced towards the right hand on the pointing outwards, wit 


f squeak and a growl. We are not anxious, at present 

0 to teach the absolute pitch of sounds. Our first and 

1 chief work is to teach tho relation of pounds in a 
; tune to what is called the key-sound of that time. 

Key Tone, —-Everything in a tunc depends on 
* a certain given” sound called its governin'*- 

, or key-tone, from which all tho other tones 

. , measure their phaccs. At present tho teacher will 
; pitch the key-tone for the pupil. Tho modulator 
represents this key-tone with its six related tones, 

| ra the way in which they are commonly used. The 
pupil will learn to sing them by first learning to 
perceive their effects on the mind, and not by 
noticing their relative distances from each other. 

Pattern. — Tho teacher never sings u-kb Iris 
pupils, but sings them a brief and soft “ pattern.”/ 
The first art of the pupil is to lister, v:eH to tho 
pattern, and then to imitate it exactly. He that 
listens best, sings best.: When it is "ihn pupUV 
turn to sing let him strike the tones firmly, and 
hold them as long as the teacher pleases. As soon 
as the modulator is used, the teacher points 'on it 
while ho sets the pattern, and also while the rumih 
imitates. f 

Ex. 3.— -The Teacher asks his pupils for Prather i 
to w sound of their voice. Hegets^them to sing- it ■ • 

■ clearly, and well drawn out, to lire open syllable 
aa, ITc takes it for the keg tone of a tun c. He siim* 
it, and immediately adds to it what is known as 
the fifth above. The pupils try to imitate the 
_ pattern,” singing (still to aa) the key tone and 
its nearest related tone. When, by patient pattern 
and imitation, this is done, — 

Ex. 4. Tho Teacher gives a different low sound 
j °i the voice for the key tone, and asks the pupils to 
} give him that other related tone again. This lie 
does several times, always changing the key tone. 

Hames and Signs.— Immediately that a thing is 
understood it is important to have a name for it, 
and sometimes a sign also. Any name or si. an 
which is agreed upon between Teacher and pupil, 
will answer the purpose. But it is convenient to 
use the same names which others use. On. our 
modulator and in - our notation wo call, the key tone 
just given Doh, and tho other nearly related sound 
Soh, For voice Exercises, in which the Teacher 
has to look at pupils while he gives them signals to 
guide their singing, it will be useful to employ the 
closed hand as a sign for Doh, and the open hand 
pointing outwards, with the thumb upwards, for Soli 


* By means of the ribs, not the throat. 



HUM 




FIRST STEP. 


no leach or gives Doh and Boh (to the number of their vibrations. Their agreement may 

1, imniediately after, another sound, be shewn by sounding together 1st Doh and BoD, 

. *1° ^ n °ws as the third 2nd Doh and Me, 3rd Me and Boh, and 4th Doh "Me 

liie pnpils imitate Ills pattern. The Boh. When three tones are thus related, and 

ww 10 * this sound is Me, and the sign sounded together, they arc called a Chord. The 

1/1 T 1 1 , m downwards, pupils will be led to notice the different effect ow 

a ■ car kt, by the above named manual their minds of the three tones of this Chord. As 
ie p ipus to sipg (while he watches they form the Chord of Ihe hey tone, they are the 
nr, at ot ’ their mouths,) bold, strong, pillar tones of the ‘scale, on which the 

\ v t 7 o- 1 ah ‘? as the 'following, others lean, but they differ in the manner of their 
k(' ’ Tim* — 1 Me > j boldness, one being brighter, another stronger and 
Ivnvpw r, - . t» c - ^ ■ changes his hey: more restful, another more peaceful, The 

Iji f r ;V n ?y ! f °3‘ C1S ;’ lest the pupils Teacher, having brought his pupils to a clear eon- 
>cfino* ^sohtte pitch, cept-ion of these tones, apart from syllabic asso- 

a 1 at tention to the relation ciation, now attaches to each of them its singing 
■t-ThoHr^nu syllable,— teaching by pattern, and pointing on 

VhrriP fnn 1 . - the as it the modulator tho six following exercises. For the 

tch one from their sake of solitary students, who cannot be thus 

1 secondly -,^1 i-? r lowcr than taught, these exercises are printed, in the form of 
ithoachotW from their diagrams, with skeleton modulators at the side. 

io immediately , 1 ° that pleasant The first letters of the syllables on the modulator 
ar them rahIiiV 16 otIier? an(i arG nsc<i to indicate the notes, and so point to the 
i shows hot to S® t ’ ler - „ T he modulator in tho mind’s eye. A narrower type 
IS are related tnio aiul beautifully and somewhat altered form is given to the letter m 
- to eaen other, m the (n), for convenience in printing. 

IvEYrt X) & F. Ex. XT! VS “D Sir 'EY KV O -rr-n*r« T* f. Ttf 


KEYS D & 


KEYS D & F. 


FIRST STEP 


■PSiH 


Octaves or Eeplicates.-It is in the nature of 
music, that tones, which vibrate twice as fast or 
twice as slow' as some other tone, should sound so 

« ni !°T \ and Mcnd so perfectly with it, 

t at they are treated as the same toad and receive 
the same name. They are the »* ® 
position and mental efteet, -the difference of£ 
bun^ the only difference between them. Thus 
nd'-blw 1 1 “ ^Hcate ” or ropetitioix awl 

to armt-w l 1 ^2 S0llnds are called octaves one 

to anothc- 1 , because if you eoimt the tones of a scale 
il oni ,mj sound to its replicate (including the tones 

y°« eount or an octave of sounds. 

AVeputa figure one upward thus-(l), as a mark 
tor the upper octave, and downward thus-(,)“S a 
mark for the lower octave. If we wish to indicate 
/« sh mi °!-. lo y e ; r , ° c . ta ; Tes still, we use the figure 
( )■ sign oi a higher octave would be given by 


raising the hand which gives the sign, and for i 
lower octave by lowering- it. ° ’ Ior ‘ l 

vofcftlr'nJ^ J ea< S er sh ' es a hw so ™d of the 

A "\ ai & “ d ^ tt ? a ? to the opca syllable m, 
W S ’ f ? • m rh ? f ni l ),ls Mutate. Again, by manual 

SeiSyiiS e thT^ g ° f dle nit)ut h, in each 

— * The Teacher gives a middle sound of 
tlie voice for M, and then patterns to the open 
. **Y?* S„ d. The pupils mutate. Again, watch- 
ing- his pupils, lie requires them, hv manual smns 

ds^£ln|thek?y. “ eack ^ 

cises a &er ' 


Ex. 15. ickv C. 
d'-d< 


SOH 

ME 

DOH 



/ l 
/ \ 


Ex. 16. key 0. 

a 1 d« 


Ex. 17. KEY 0. 




"First Exercises ix Notation-. 

« -I U th f ^ojving Exercises, “Key Gy’ « Key C » 
“Key A,” tell the Teacher where to pitch hffso’h 
Tim th fi mo *ulator in the mind's eye. 

p" T P?p r Pitches the key tone. . The puofls 
somid the chord,” singing- (when they have a 
middle sound of the voice for Doh,) Doh, Soh ,, Me 
JJoh, and when they have a low sound, Doh, Me, 
hit. Co. (Xew). 


whS A 8 ** 00 - ta i P 011 &e desk tell the pimS 

S“^ 0 ff* T- DuI f this toS 

Sn nmXrti fu h lm ' gu “O'fulator hang before 

sasay&ffif" ■* 11 ** 



STIftST STEP. 


KEY 0. 


I *** ^nt These we call & 
/ sites this. The pulses mo 

I, cases ajid slower in others, hut 
tune. are equai in length 
iiiv, leaeher illustrates this T 

m$eot time is indicated bV a: 
r'frp 0 ’ Cn ^ * s shown by the 

f io ? l ?. So l^ Panting we place 
i a each Lno of the music, at coir 

to ^uretimepietomlJy. ^ 

Measure. — In music the accer 

^Jiu r ’~ that is ’ i£ tiu*r boh 

they go on in the same \° a 
aTROjsre, «<;«£ tliov continu- 

order and so on. The toachoH 
“SW* tu nes to his pupi]“ 
tell him which 

c^Ued ir 1 ^ *° ai one ace 
called a measure . It is .. 

measure.. If the tunc beh^onT 

measure is reckoned from’thnt w 

wine accent recurs again, Th,v 

iorm of a measure. ° ’ Ui> ' 


j dawa-)'«yj| 

loulsJds pupils to distinguish th 
ty :l . !, y .and « stroSg Tceent 
* ? d m "® ? - ^ Teacher 4rtaS£ 
**, P , ’P. lJs , «if8Wk the sirom, t 
make a jerked tone instead of fern 
tone. Accent is produced In- t)t ^ 
(or abruptness) nh a® 
ous ( agrees, and it differs' i a q&t 
oilwr moment prodomin-ifn, ^ 
shown that the ,iofe IS fen jVa ?* 
with the stronger aervut S? n °’? , St 
that the note which fellow ■ t" ° ^ ots ’ 
the weak accent. * & toom is to 

iSSfite' 4 ^ i 

imputes, some having the 

? -h* fXeiv.j ° 





. „ FIRS 

t:?'; n s »»g by teacher and rranX * • Weasaros a « 
-.me rate. They do this ? ’ -“awt&inirig. the 

;»ferent rate entirety 

."P ^ rate of nSn "1“^ ft »' 0 to 
-^n this exercise let ihn f^n once be«*tm 

faeh pniao fuity 

“ ^5 d ** to mate hm do^ SeC ° nd ^ -5 

fef P"P fl * P^t^^^^f^hyiaar-aakes; 

1 ' ' 5 r £ AA > 5 ’AA, tuaa, &c) " °"P uise measures 

jf^«swft5s i& ■“! » »*-* 

the weak " » and again beginning* with 

tfto'thoweti?ic^i andll’. -f 21 -’ he S^ing j 
the strong. > a b am beginning , with 


FIRST JBTRP. 


1 £t £ "fcTh t0 1,rolon ^ tom, 

ai to aa compels them to mark oaXT i° f VOWfc! fro ™ 

Half-pulses.— \yv n , ‘ * , 5ach P^sG-parsurslv. 
divided into tn-o parts y-e -X Af' WX 13 ci P‘"h' 

P 10 sign for an equally d?,-] l ti ,4 4 w name 'Watai. 
the middle thus : V p PPp ^ is a dot in 

> “ 0Klt ” «me till T)e ^wed 

Speaking * Timo ■ ««»>«»/ if m. 

names depends on tlwir l^Pfepp 3 Tim o- 
/i^V-eael! syllable having few * UUy nsed <»■ 
Taatai-ing,_^r e .% lts Proportion. 

pTLsttf 01 ’ tliC pIirasc “^mgini^o^'r a sllort 

just as we use “ -.Solfan-ir 5 ,’Ha • t ime »'ames,” 

cution f ‘ singing with the Sse of 
In the^earlY step, of 

each element separately * aV+i bdu r to tan 
from « ¥ s , ^st 


owono*. "o«.AAi. wusfinnmff -wif* f at *:&***& vuinxjie use >,r ^ c* i,* :: - 

inSsis* o» nai, „, 1 f” 1 ’MS.'saj? 

and « 0 nh\ ^ °^ on J s “heav^fy” “Kdu? toe separately from time ~ - r rb? e ?kart,:he studio 

«sS3 aS*«fcfc& 

on) the taneis . “ “bune/emt,” and so Proportion of 1 ^ Ulr “ *ti 

f h °: 1 ' 1 ™i| 1 ' and Thf ^ P^ln^TfethS I 

In (ho (lie ml 5 ‘° f^ ,ry «* : , teaching tune, P Sfi??Hiu 6 ( 


A IS Eatcl to hn vri .a. ? ^U. SO 

•j he primary form of three nnW^'' vmsnm 
/i anil uinc P«ise measure is thi« 
in 'the thiee ^ " f CG13dar i A hi s ; j 3& . t ^ 

accent is notrn^f^ w: t p:sm ^ sIo ™fy> the 
as the first. 3frr ll , hnt °{ ten ^arly as strono 

^ °™ m ^ alW ^ S 

sing TUAA. taa^tm his pupils 

on a single measure) 

rate of movement c rd^ fiist ^ one 
sustaining, i n eaeli e^4£ f ] ^ no ^ er ^ at o, always 
commences it. - aUhC 3 the rate at which he 

TUAA, ^ (s^PhiSwthr^ 1 d i° the Samo wit h TAA, 

Continued Tones _ \f k " a measure, 
from one pulse into'tho ne~t “ t0ne , is e omimifd 

tor continuations is - WUlw ( H- The time-name 
voitsonunt, thim, * t ' - v \ V topping the 

Co. fXru-te l T ^ ^ t0 


pOKo, eersty {<w ty •»« ?rst introduction of r , 

is like the accents ' ^ f°P J c should oeeum- lrrMl . 1 l -l distmcl 

rbmxda/it,” m d so proportion of cncP]c?J™ ’?n’ e Ulrm its 

'(rec pulse measure )M% m this case ; for Trf y hnve’itfg V m-'^ ron “I'>' 

« measure if thS T^, m ^ociation of « 1 nl!? e f“^ Isli » ^ 

(his : | ’V || Z. ir , toae3 “ng tunc, “o M JMt 

m r stwff sloirht fpil ostcibhsn a mnemonic a'orW r a ic ’: if ^ T htgun to 
« aeariySon ® » lst - I® of "^o and 

swever, w r e alw^vt ^hc lime Chart Cin&t a- h« a -nd joints. on 

’ alWaJS ^ l0dTlJat ^ ^ P-mts on : 

make his pupils S° ^ the first 

;?'P lI lse measiu'o) iea-eher’s pointer will' suffi^r : ^r ex f ci ^ s - 

Dune, ..first at one •!— i' a m stw ‘hes on the Ghrrt ^ C ? ^ weil 

>ther rate, alwavs P ll P 1 ^ Taatai th e time-nhm / ^ t aelier ami 

mf 11 ld] . e ' d hut onlr roihfm^^ ad - Vl ' r y exact and 

le same With taa, ^^Ctetvheathcpu|4ia^,^’^ m ^® :l . ft< > 
noasure) . done till the piipilg^o^f inf a/i turn. This is 

ad32ifthep^ ' 

S I™ measures, f v®f% 3rd. The second hiijf offbe"*' 1 t - me . lts M 
:ach exercise. ' 1 * 1 thp i® mewav ' l >vpattm'>n id, ill '‘^ise is taught 

19 in secondary ! 4th ,' f 10 two paid? nr „ , uf 
ich exercise two aI ternatedas ahovo^hntVf i< - 1 ’ anu I^tteraed 

measure, ««t poiatmg, ~ t h^S|^- qi ^ te " R 'tfVWith- 

io is continued f . M „ the Mills turn to sinJ' '‘ 5 S?fe e “% when 

irk the continu- tai Jroni the book as directed -f| e P) ! P lis Taa- 

The time-name Fooossegv of Time-h«i nff o Aw° ,f he other 

hv dropping the foras and of Taatai-ing % ton, . the , W 

>Pils are apt to ^ late, when the “me b™ ? mtl 'oduotd.a 

* Inter on (U. 18) the ^ liWeBa is only continued ’ tilPthfc 

ip 4.8; the at may be omitted. lia tile exercise is 
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, , 2 R '“ 3S - f{ nl S *"'- V 7 f i,catrf so ;^ 3t »*• <fef«Wfc and repeated so six ti mM . 
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and keep his attention fixed on an otherwise unir. 
tere&tmg- but most important subject. 
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Ex, 37- Exs. 32 to 36. 
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should be always before fhr« i m t »* . study 

his pupils are toachor's wind while 

tuning- of the voices/’ A^al/L?? 1 - )lon f 1 ' n S' “d 
syllable Laa (not t„< /,!/ a - u ." s,n S the same 
notice whether J, ,• , ^ .d JS wore easy to 
arnic tones) tbo tones’ a/w k‘t. ls when all sing the 
whether, in f ttt1/lL nt0 ono voice, -and 

!t£v Sy 11 " “”»•”/«« 0 , 
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smplest^S of tvo f ll >’ °?° of ^ther. The 
one set of voices wn2t1, Sm ?>f is ‘ Jlat “ which 

(“tolls the ® tone 

as in exorcises sho nf f° tfcm ? s the , tune ’ 

first bo taught bv mff «„* c ~^' le ® L ©onuses should 
then su^ &tetS ^r h °, m0t ! ulato1 '' :ltld 
pulses by gentle taps on the d«)f °Tf S th ° 

Sr^sr»* ^ 4 tJ°sg 

may be sung together. 1 U the mmiv 

tune, or theend of what is cafl/d /m CW - ^ ond . of ,! 
generally corresnondino- //r ““ usu ’al “soetiou,” ■ 
the double bafoS? ^Irneot poetry. Where 
whether strong or weak k nn ftf a £ een ! Wiu-k > 

Whelessbe«nde«tood\aSoSmd 11 

feSate ff~ of this and 

or too low CCh rods ^Avf- 1 , fol ’ low . voices, 
sing both the All lunch of voices cun 

V;;///!--' 

over again, those who havo'sung th/liigher fart 



PIBST STEP. 


taking the lower, and those who have sung the 

inrW takm - g the h -f her * It is obvious that these 
5 rV e ?5 CIse ? ore tost fitted for those classes in 
hich the, voices are all of the, same sort, that is, 

voices 11 tIT* ° r a11 ' vomenV and children’s 
1 dr, however, the class is a mixed one the 

exercises can well be used, although they will not 
be so pleasant. It is better in this case to let the 
ovf r C& i ! Je T'Z for 1)ot]l of Poparts ; for variety, how- 
h r r ^occasionally give the higher 
pan, to the ladies, and the lower to the gentlemen 
■ Brea thmg Places. — It will be soon felt that 

Ex. 38. key D. f J, 


music naturally divides itself into short portions or 

phrases Just before the opening of a plrrZe £ 

musically considered, always the best breathin'"’ 
place. I he pupil will soon learn to select l*rea, til- 
ing places for himself; but at the present step we 
have marked the most convenient breathing places 
by means of a dagger thus f . The endings of W 
not marked, as breath shonlcW/a be 

cdhri and w? PUP11 Wh0 sin - s on till his ribs 
f h 1 S n ^ s are empty, and then takes 
! P oath, produces a flat tone, and feels uncomfortrihl « , 
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fn T rnn, f l tw Tune.— Zra-fry on ,«ot tone helps 
to lorm that abstract idea of a rhythm which iq 

UntiTthe ?" tsuehan ide ? is ne ver truly established 

tS'o .-b nil th an re ?°S mz ® a rll ythm as the seme, 
tmoUjph all the various disguises which different 

tune-forms put upon it. To loam the absfract 

J on must recognize it in many concretes, the 

iilistract idea “round” in the concretes— wheel, 
plate, full moon, penny, &c., &c. ; of “crimson ” in 
%*& a T / eatIler » a flower, a punctured finger, 
tcemdd 37° SAW a ° tbm s. r° lm(1 hut a wheel, 

■Re could not form an abstract idea of “roundnoss ” 
Asa help to this distinct conception of rhythm it 
is useful to taatai each time exercise on 2 , 
tune forms. The Teacher 1st, turns the time-form, 
solfaa-mg and teaching, by pattern, one of the 
phrases printed under the time exorcises, -2nd" 


Ex. 48. KEY D, Quickly, — and slowly. 
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pattoms the same from the Modulator, as before 
but .#, mtai-my, as he points, instead of solfoa-in»- 
The pupils imitate. The time-names show them tho 

CTo S iL dP^’ '• ' Mlc th 0 modulator points 
inom to the difleroneo m tune,— 3rd, causes his 
pupils to sing tho same from the book. 

Tirfofed 4 lTnl'7f^ toi ’ < -" aU the tune-forms 

tter mahout ^ 46 ’ “ y othors > tho 

The following exercises (introducing three-nulse 

ZTZ^PPP* and ® 

pulse measure), should now be solfaatl by pattern 

from the modulator, Umtaul from the book 

tl ‘°„ b 1 ° ,jJc! and « from the book.’ 

g* invil ■irou’fnn 7 7r sM s °l ,aratel y before the 
lw ? puns are sung together. 
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Ex, 50. KEY a. Slowly, — and quickly, f 


r 

a 



: d 

n 

: d " 


: n 


s 


: s 


H 


• , 

_ 

f : si 

n 

( i 

J — . 

: s ( 

d 

: — 


id 


n 

.'a _ 

* 

! PI 


4 


; . 


pel 

S| 

yv# 

d 

: n 

S| 

:ct 

f 

n 


$ 


: s { 


d 




f : Mi 

n, 

^ 2 

I • . ' 

* Si 

rir 

i si 

* 

d 


ft 

» 

: si 


Hi 


• - 

— : 

Ex 

51. 

. KEY 

0. 

Slow!//,— 


quickly. 







" 4, ■ 





| d 

j , 

: n 

s 

: s 

f d .pi 

; s 

s 

: - 


ri 

2 $ 

d } 

: d* 

T 

d 

'« s \ 

; d ! 

. $ 

n 

{ ti 

: d 

n 

* n 

d.d 

: n 

.8 PI 

. ii; ^ 



: n 

H 

2 PI 














u 

pi 

.n : 

: Pi 

♦ n 

d 

Ex. 

. 52. 

KEY 

a. 

Slowly,— 

quickhf. 


t 





'.JL •• 





( ' S, 

d 

: n » 

d j s ( 

f : 3, 

n 

: d 

s 

: n 

d 

: Sj.d 

PI 

r 

: d 


$ 


: S| 

( : Sf 

Hi 

* Wi •: 

n : | pi| 

.rii : Pii 

Sf 

: d 

Sr 


1 s, 

H{ 

: Wf.»i 

dy 

J : d 


Hi 


I S, 

■ Ex . 

j 

. 58. 

KEY 

3>. 

Slowly,— 

quickly. 












| cl .n ; 

; n 

d ,n : n 

t S ; 

; S 

n : 

I — 

t 

PI .s 

: s 

pi .s : 

s 

t d' 

'-.E. 

s 


! d 1 

( d ■ 

id 

id 

: d 

d ,pi ; 

; ri 

d : 

- 


PI 

: pi 

pi : 

PI 

pi . 

s : 

s 


n 


i j Modulator \ oluntaiiies* i 

pupils. .rill bo exorcised in I 
i the leather s pointing on the modulator 

u-U/uM « pat/m,. The diflimdtT of this il ttlt thr’ 

oxnhin ™v vwi f t ho tlm ° “™ es the teacher can 
xpia m any lh j thin ho wants. The pui >ils will loam 

Mr pr T ptl3% and t0 fo ™ HiUf howin 
the tones as long as the pointer stays on a S 

&% Go. fJFewJ 


.Iho movements of the pointer are most visible 
when it passes from note to note with a curve side- 
ih % Jcnchcr can invent his voluntaries or 
tike them from other Courses. But they should 
mever include greater difficulties than belong to tho 
&ttp which the class has reached. See the “ Hints 
the next^'^ 188, Tll0se Exercises will prepare for 
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Must step. 


Ear Exercises. 
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The Teacher ^svill now give his pupils short musi- 
cal phrases, _ sung to figures, and ask them to tell 
turn to which figure or figures d fell P-to which 
m?-to which sP-to which d'f-to which g, ? 
He will also give them a key tone and chord, 
smging immediately to the sharply opening syllable 

ivitll s ’, d ’ or *l> an ®l requiring the 

pupils to tell hun what tone he has sung. The 
answers to these exercises should not come from a 
1W °“l y r 0f -^ e cl ?? s ’ b , ut the Teacher will contrive 
Sl///>w d )r dms th -e, c . lass .° r . otherwise), that all 
1!/ 1 tU e f°!l slh ^ ( y of thinking and preparing 
2®. *£“7 w’ ^ a l „ W1 T,^° m terostod. See ‘‘Hints 
or iar Lxorcises. It is a great advantage when 

t0 i he a 0ar oxercises can ho written 
tried' >Pt? t. and afterwards examined and regia- 
tered by the teacher or Ins assistants, 

Pointing prom Memory. 
a nrid«1^T °t Wi the pupils should take 

a pride m shewing their teacher how many of the 
previous oxercises they can point and Sol-fa from 
memory. These Exerciser should be registered in 
favour of each pupil. Musical memory should be 
S^l 40111 tho ***» because it will greatly 
and* Sv! F°Srf 3 of the pupil in future steps^ 
ana will be of constant service to him in after life. 

Writing Exercises. 

k best taught by writing, and tho thing 
»ote?is more quickly and easily practised when the 
notation is clear and familiar to the mind. Hence 

tho S,° ™H n ?. ® x “ oises - Tor the first step 
should bid his pupils draw on slate or 
paper four (or eight or sixteen) two pulse measures, 
m the primary (or secondary) form. The teacher 
may d° the same on a black board to shew his pupils' 
what is meant. When the measures are properly 
iST ^ thc i° ilc her will dictate the notes to be 
T\^ he ’ w he wiU 1 '’ Tito them on the 
nmv^nt ?* P ^ lls to c °Py- These notes he 
may m\ent for himself, or copy from other courses 
but they must always belong to the sSm ‘‘step.” 

Dictation. 

Dictation has always been difficult as soon as 
the time became at all complicated, but tho time ! 

SL Co, (Km.) , i 




names give us a means of dictating, by very brief 
orders, one pulse at a time , “Rhythm,” “ Accent,” 
and “Tune,” at once. Thus, if wo were dictating 
Ex. o2, we should first say to our pupils “secondary 
two-pulse measure.” “Prepare for 8 measures.” 

. t aa lower a,” “traa d,” “taatai m d,” &c., or 
111 Ex. 53 “ TRAATAI ” d m,” “ TAA 121,” &C. 

The Tonic Sol-fa music paper will be found very 
nseiul for dictation. By this means a whole class 
m W be permanently supplied with copies of a tune, 
f thG ? r ? ccss °* ^ting they make a 
thorough acquaintance with the tune, and are thus 

SmS ^ , The music paper is so 

ruled that the copyist can keep his pulses of equal 
lengths throughout the tune. Ho can allow one 
compartmontto apidsc.ortwo. In either case ho 
will not find it necessary to mark with the pen or 
pencil more than the strong accents. 

Writing from Memory. 

Pupils should also be well practised in writing 
tunes from memory. Even where it is difficult for 
a whole class to point on their modulators from 
memory at the same moment, so as to be seen by 
the teacher, it is not difficult to engage a whole 
class at the same moment, in writing with closed 
books from memory, the tunes they have learnt If 
every pupil has his number, and rates that number 
on the nglit hand upper corner of the exercise, in- 
stead or his name, assistants can be employed to 
correct the exercises, and to register a mark for 
every pulse properly written. 

Supplementary Exercises. 

The Teacher naturally desires to see that all the 
members of his class (except the careless and inat- 
tentive who have no claim upon him) have mastered 
the topics of each step before that step is left. Soi no 
classes require longer practice on one topic, and 
some pn others. For this purpose as well as with 
the view of gathering all eyes to one point in his 
elementary explanations, he is recommended to 
make good use of the black hoard, andthe “Standard 
Charts ” pp 1 to (Tonic Sol-fa Agency). The 
TV all Sheets, isfo. 1 (for time exercises), ami 
hos 7 and 8 (tor tune) may also he used as supple- 
mentary to the exercises of this step. 1 
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•FIRST STEP. 
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QUESTIONS FOE WRITTEN OR ORAL EXAMINATION 


1 To what three practices must the 
pupil give daily attention in order to 
produce a pure and pleasant tone '? 

2 What two habits improve the 
purity of tone ? 

3 Wliat two habits improve the 
, quality of tone ? 

4 Which are the forward vowels in 
; the English language 1 \ i 

5 What three things are promoted 
l >yj l proper management, of the breath ! 

b What mismanagement of the 
breathing causes flatness of pitch ? 

7 What effect on a tone arises from 
the use of too much breath ? 

take breS 'f h ° Uld abe »i«ner regularly 

, 2 yhwe should we not take breath ? 
10 By the action of which set of 
muscles should the breath be expended t 
. 11 What are the two reasons for sing- 
mg the early voice exercises softly ? 
l *2 describe the best position for the 
body m singing— -for the head— for the 
shoulders tor the chest — for the mouth 
--the bps — the lower jaw — the palate— 
the tongue. * 

13 Describe the had effects of any 
. '.wrong positions of mouth or body. 

14 What do w^ mean by the “ pitch ” 
of sounds ? 

What is your idea of a key tone ? 

18 my is it important to listen well 
to the pattern ? 

17 What is the name for the key tone 
01 a tune, and what is its manual sign ? 

15 Wliat are the names and signs for 
the tone which is commonly known as 
the fifth above the key tone, and for 
that which is known as the third above 

19 From what two causes arise the 
^reni effects of the related tones 
Ioh ) Me, and Salt on the mind ? 


. 57 jP°J d bjteafy tone, without taking 
breath, tor five seconds. 

58 Sing any two of the exercises 38 to 
44, and 48 to 53, chosen by the teacher, 
to the open syllable Laa, correctly and 
without brmthmess of tone 
!>!> Sing to the open syllable Laa, the 
, aia y Doh the teacher gives you. 
b'J fc ing in the same manner the lower 

uOtl j IT 

I) \ > xn ^ xe same mau ner the upper 

§ \ n the same manner the Me. 
bJ bmg m the same manner the lower 
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DOCTRINE. 

20 What is the name given to a set 
of three tones thus related ? 

21 What is an octave or replicate, 
and its sign ? 

22 We can tell pupils what tones of 
the scale to smg, either by p unting on 
the modulator, or by giving them 
manual signs. What other way have 
we of doing so? 

23 What do “Key <J,” “Key C” 
“Key A” mean at the beginning of 
a tune ? , 

24_ What are the three common uses 
oi the word “Time,” and what distinct 
name do we give to each of the three 
things ? 

25 How is “Accent” produced? 

29 What is the sign for a strong ac- 
cent, .and what for a weak ? 

^27 What is the name we give to the 
time which extends between one accent 
(oi either sort) and the next ? 

2S What is the time name for a one- 
pulse tone, and how do you alter it 
when it has the strong accent ? 

29 In what cases may pulses be dif- 
ferent m length one from the other ? 

. 39 In what circumstances are pulses 
the same in length one with the other ? 

_ 81 What is the order of accents in 
the primary form of two-pulse mea- 
sure ? What in its secondary form ? 

32 What is the order of accents in 
the primary f own of three-pulse mea- 
sure ? What in its secondary form ? 

33 Give the time names which re- 
present a primary two-pulse measure, 
and a secondary three-pulse measure ? 

34 How do you mark a two-pulse 
tone, and how do you name it ? 

35 How do you mark and name a 
three-pulse tone ? 

36 Why is it important, in elemen- 
tary teaching, to use distinct names 
for continuations 1 


PRACTICE. 


61 Taatai the upper “part” in one 
of the Exs. 51, 52, or 53, chosen by the 
teacher. 

65^ Taatai in tune one of the Exs. 
51, 52, or 53, but not the same as in the 
last requirement, chosen by the teacher. 
66 Point on the modulator from 
memory any one of the Exs. 46 to 51, 
chosen by the teacher, 

87 Write down from memory an- 
other of these exercises. 

08 Prom any phrase (belonging to 
this stage) sung to figures, tell your 
teacher, or write down, which figure 
was sung to Me: 


.37 What educational principle dis- 
tinguishes the early steps of any art ? 

83, How long should the pupils re- 
peat the first time exercises t 

89 What is the difficult thing which 
the teaeher has. to maintain in the time ■ 
exercises? 

40 Why are the pupils at first not to 
heat time ? 

41 How is it that the Sol-fa syllal les 
come to be mnemonics (or memory- 
helps) of tune, and the time syllables 
mnemonics of time ? 

4 2 What is the use of Laa-ing 1 

! i ™ weaning of abraeket ? 

44 What is the meaning of a double 
.bar! 

45 What are the best breathing- 
places when music only is considered? 

40 tiie for a pulse 

equally divided into two-parts ? What 
is its time name ? . . 

47 What do you mean by taatai-ing ? 
4S What is meant by taatai-ing in 
tune? ° 

. 49 How does the practice of taatai- 
ing help the mind to individualize— 
to form a distinct conception of— a 
rhythm ? 

59 In the practice of modulator vol- 
untaries, what two habits must the 
pupil form ? 

51 What difficulties must not be in- 
cluded in vohmtaries ? 

52 Describe the two forms in which 
ear exercises can be presented ? 

53 Why should musical memory be 
cultivated ? _ 

54 What., is the best wav of teaching : 

notation? 3 

5P What advantage does the singer 
ibe practice of writing music ? 

- «6 How would you dictate the air of 
the first four measures of Ex. 53 1 


89 Ditto Stik* 

70 Ditto Boh, 

71 Ditto Doh'. 

72 Ditto Soft-,. 

73 Having heard the chord, tell, or 
writedown which fconeof the scale was 
sung to btftaa. Do ibis with two dif- 
ferent tones belonging to this step. 

74. Follow to the teacher’s ' pointing 

on the modulator in a new vol untarv 
containing Dok, Me, Soh, Dok\ and Soti,. 
TAA, TAA-AA, and TAATAI. * 

75 Write from dictation, and after- 
wards sing a similar exercise.* 
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. jr . . . SECOND STEP. 

Top^iZ t p:‘ e To of d > f> ■, t and r. 
cords, mid passing torn. J ouamng view,. Io commence the stud,, of chords , intervals, dil 


Voice Tsaixixg. 

Iho teacher calls his pupils into position just as 
ho did at the beginning of every lesson in the first 
S' le .^°“ of tho Present stop should open 

vuth the following throe exercises. It is exceed-- 
niglj' important that tho pupils should cultivate for 
themselves a good position in singing. It will then 
become an easy habit. 

Ex. 54. Chest Exercise, to strengthen tho 
muscles under tho lungs and on its sides, and give 
them control over the slow omission of breath 
-ho same us Ex. 1, except that tho breath should 
be breathed out more slowly, and that a sound mav 
accompany it. Some will now he ablo to continue 
the tone while the teacher slowly counts ten, sav 
for ten seconds. The weak-nested must not ho 

SESatt.%ST" 

tone the pupils will sing the Tonic chord. ^Thov 

dm s d?Vs the teacher’s manual sigi 

a m s ai a s m a. The manual signs enable the 
teacher to watch tho posture of his pupils, and the 
pupils to watch tho commands and intimations of 

Sir 0 S*' i T ^ IS wiU be sun » slo' wly (say 

afc M CO) and also softly, for the sake of studying 

beauty m the quality of tone. When in anyexert 

n-£\ teaChei * ols ,, tflat be bas secured that good 
quahtj , ho occasionally ventures on a middle form 
of voice, but always strives to maintain tho same 
good quality. In mixed classes of mon and women 
this exercise will, of course, be sung in octavos, as 
the -voices of men and women are naturally an 
octave apart. The importance of this simple exer- 
cisc, and tho difficulty of obtaining a perfect "and 
pure unison of voices in it are strongly Inforcod W 
lota (sec “Choir and Chorus Singing;- S, 3 

to Sf I XOm T Vf’s soMaad »»cl 2nd, sung once 
to tho forward syl able lai, 3rd, sung three times to 
tho forward and plaasant Italian syllable lew and 
4fch, sang once to the best English syllable for tho 
»wf T 061 ? 8 ^ d ?li ver y tones— Iw, striking four 
0ttc b tone - The first step of thisnro 1 
toss put 3 the ear m tuno i the second places Vo 
*• Co. rXeu-.J 1 ' 


tong ue properly, and so prepares the month for the 
l real Italian «« : the third gives the best form of 

^ tl ^ I> r “ dutti011 a beautiful sound - and 
i tne fourth strengthens tho voice by vigorous (not 

• of - «?2 f 0tl0n ’ aud fc T onrs that downwurd motion 
oi the larynx on the delivery of short and <i<w, 1 5 

1 .(tbough not loud) tones which has to he formed 
into a habit for after use. The exercise 
! been thus times suno' in K* r*w n* -t-h* 7 iin m 8 

• oobb will he repSted S Key D y ’ Sama *"»- 

• posoTtSg voi^slS dlff d *T t,l 7 Ur - 

' study one anothlr, Ind to ZM? 

some extent this is done in every exerdse but ^ 
reqmres also separate study. The teacher M 
ns women’s and children’s voices into thmo -‘parts - 
(1st, -aid, and 3rd) and causes them first to sol-fri 

wS wf -° l ai and *»• the following exercise 1 

sung the first part take the second, the second ^the 
third, and the third thefirst. At the word“ change ” 
again the same process is repeated. The teacher then 
divides his men’s voices in a similar mmner ^ 

I carries them through the same six-fold eweisl? 
Ihe teacher, in this exercise, etches his ^ 
to ensure the holding of their hooks JwL 
not cramping the chest, as high as possible fso as 
just to see their conductor ova the top) and with 

-and^vlT^f aS t0 & mA out'from the iS S 

tfon y of“ e S“r: “rT toa ^a4ercep- 

uiuri OI just or exactly true iiiiormHnyy oL 
Of independence, id ttorefml Si * q*™” •*** 

isiiiips^i 







■BUSH 


SECOND STD?. 


keys F and 6r. 


[Silent pulse, see p. : 

* : S 

: — 

m : — s 

i n : — n 

: n 

d ; — 

« — — ; — d 

: a 

d 


3rd. ' d 


Tuns. 

Mental Effects. — It is of small importance what 
names the pupil gives io the mental effect of the 
different tones, but it is all-important that he him- 
self (not his teacher, nor his class-mates) should 
give those names, or if he cannot find a name, that 
he should at least form for himself a distinct idea 
of each mental effect. Let him listen carefully, 
therefore, while his teacher sings to the class such 
“ exercises for ascertaining the mental effect” as 
those below, (a) The teacher first sings the exer- 
cise to consecutive figures, telling his pupils that 
he is about to introduce a new tone (that is, one 
not d m or s) and asking them to tell him on which 
figure it falls, (£) When they have distinguished 
the new tone, he sings the exercise again — laa-ing 
it — and asks them to tell him how that tone « makes 
them feel.” Those who can describe the feeling 
hold up their hands, and the teacher asks one for the 


n \ s s : 

i !S 1% l' 

d : si d : 


description. But others, who are not satisfied with 
words, may also perceive and feel. The teacher 
can tell by their eyes whether they have done so. 
He multiplies examples (like those in “Studies,” &c., 
which he may point on the modulator) until all the 
class have their attention fully awakened to the 
effect of the new tone, (c) This done ho tolls his 
pupils the Sol-fa name and tho manual sign for the 
new tone, and guides them by the signs \o gel- fa 
the exercise, and themselves produce the proper 
effect. The signs are hotter, in this case, than tho 
modulator or the notation, because with them the 
teacher can best command the attention of every eye, 
and ear, and voice, and at the first introduction of 
a tone, attention should he acute. 

The manual sign for ray is the upturned hand, 
open, and shewing the palm ; that for le is the 
upturned hand, pointing with the forefinger. 


Ex. 57, key BlE Effect of May, high in pitch. 

U i Sj |n : d | r : — | d : — [| 

Ex. 58, KEY b!e Ditto, 

• Id : — : n |r ; — ; s ( |d : — || 

Ex. 59, key F» Effect of Ray> low in pitch. 

: si | d : m : d | r : — ; n | d ? — || 

Ex, 00, KEY I). Ditto. ; 

I d : s |n : d |r : — | n t — j| 

Collective Beading, — The following* exercises 6/5 
ia 70 (including leaps of r and t without any now 
difficulties of time) will now bo taught, in the same 
manner and with the same processes as Ex. 48 to 
o3' with this addition, that after the tune has boon 
Land correctly and easily, the \ words will be studied. 
The Teacher reads the portion of words from one 
breathing place to another, giving clear vowels and 
sharp consonants, the pupils imitate collectively. 
Vowels are ways of emitting the breath ; conso- 
SL Co. (YcukJ 


Ex. 61, key D. Effect of high in pitch. 
I a : n |s : t it : — Id 1 : — || 
Ex. 02, key D. Ditto. 


Ex, 68. key F. Effect of Tc, low in pitch. 

Id : s |n :t, |t, |d : - 

Ex. 64. key F. Ditto. 

:s, |d :n |s |t, |d II 

nants ways of interrupting it. Both require definite 
positions and movements of the lip and tongue. 
Many uneducated persons are lazy in their use of 
both organs. The object of the teacher will be to 
shew by pattern that marked and clear utterance 
which is the beauty of speech. Musical tones can- 
not bo prolonged on consonants; the vow r els are 
therefore the more important to the singer. The 
elocutionary studies of “accent,” and “inflection,” 
need not occupy the time of the class, because there 


SECOND STE?, 




ib ao mflecteon in a musical tone, and the music / 
necessarily decides the accent. A simple raonoton- 

V suffiele? ? f T ? f s a f d aoa30nan fs will therefore 
he su&cioiffi for the teacher s present purpose. Th o 

pupils will enjoy this exercise in proportion as their 
teacher criticises their pronunciation with care. A 
closer study of toe subject will follow in the fourth 

Breathing Places have, thus far been chosen to 

'lr' isioa of a , line of 

. l ,luases - but the sense ot the words is more 
important th aa the marked distinction of phr« 

It therefore over-rules all. Let the pupilhS 
£¥? retake breath before each cry of 

ft, lies is a case of “breathing for emphasis ” 

to Px'“r7 r ffv n ,m ?. 0rtant rul ° f or taking* breath. 

t"u 7 aotloe that tho mmioal phrasim* 
would place the breathing place between “I ” and 

to 1 diiionue-t 10 POetl ° l? u ' as i n S do ® 3 not allow us 
!LSlT^ an X l 1 ”* 3 oi a word or any two 
closely related words. 4 { Morning bells I * ’ wmb <-] 

sound well, therefore the division “ Morning hells ’ ’ f 
I love to hoar.” This is a case of “ bre&hino- fot 
sense. In Ex. C9, the musical phrases of tho°first 

Imonatorahv divide between m and r, each bein'* two i 
measures m length. This breathing place iTofoto i 
suitable for the first and third versel, but it would 

the 4 fourth m to^5« • JV use , d for the se °ond or ' 
a tillrd lme tho musical division r. 
/ nd seeond verses, but if adopted for T 
verses would make the nCcnso d 
^rnll foster and” f “mature the grain,” and „ 
‘ an S f eI «*%•” f “ers shall descend.” The 7 

Eonectfv^r^’v^j^ 0 “ announcements ” for 
Collective Reading at tho breathing places is of o, 
groat use in calling attention to tSis^ impwfont I I 

Ex. 65. key G. A round for four parts. 

f ^ f * 

j Si is, d : d Is, :s, |d ;d if": 

( I Seot- land’s! burn- ing,l Scot-land’sl hum - ing-J Look 


subject. In every exercise of this steD there 
tho^m °7 lth collective rending a discussion on 
the couectnoss or doubtfulness of the breathin'- 
P lai l? s Eere marked,— hut the teacher will decide 
ioi the whole class, so thatthe breathin'* mav he with 
oneconsent. Adelightful effect of unife nd dear ^ 

P Rounds P p dU “? ^ tU3 '»™ty of breathing. 
ti«e D r,r E f „ °°> 13 a Kound for four “ parts' ” 
The first “part ” eommonecs tho Round alofe fnd 

the iffA/X F epea .f lll g W until stopped. When 
A }f §i 01n £> strike the note under 

mte“faf^d7T rf “ pa A’ sil ' ikes tllu a»t 

uoic or the hound, and so on. The third « mv f ” 

ohn a ?S thQ sec ?^ d>a f tho second imitated the lixit * 1 
■ a P °* SOiae other signal of the teacher’s hand toll* 
you when to stop a Round. It should first be learnt 

7 f i he 1 1 ? 0dttlat0r ^ 'wlaole class .4 one part 
and should not be sung as a il round *’ till tfon Jpj I 
?tep, unless the class &s been" wdl pmctt d 
5,7f% flw rate of movement Vhen the 

whole class can sol-fa it “ by heart ” watchfo “ thn 

tho°stroL b of 4 l“'l k !f P T most '««* time° with 
tde stroke of his hand, —let the class be divided 

into four parts, and each part tested in the power to 

mng separately. Even when this is fehlv don7 

fhf-? artS X? 11 stl!1 if difficult to “ hold ! ' 

Th7 difficult S of naS - t f e -°- therpar f s enteiv n ' 

xnc aimculty of maintaining the rate of 

Pom w nt - IS + , rery m V ch increased when the r I 

SS&85!"* " " 1 “ bI,> “ to f 

f « a f 0 pronounced Daa Oaapoa foa as in 4 



Fire! 

66. 


A round for four parts. 


t t : r 
Pour on 


••d j tt :r 

ter, | pour on 




i With yow ' might-, 


Id'.d': t .t Jd'.s : n.d Is 

Never leave it, 1 Never leave i-t! till 
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niHpi 



Ex. 67, key C. A round for four parts. 


T 

c | d : s i s : s 
( I Morn- mg | bells I 


Ex. 68. key 23. 

Hd* : d*.d*J t : t 

^ I Gone is the* hour of 


(in, :n.m|r :r 


In is id 1 id 1 : r 1 (n'.d 1 : d 1 * i s it id 1 : 

» love to I hear, | Ring -mg I merri-ly, | loud and I cleifr. 

u GrOISFE IS THE HOUR OF SOHG.^ 

Bound for four parts* j 


j d> i — 
I song, 


I s ,s I s 


1 Now let us‘ say to I all, good® night, 

1 3 : d .dis, ; s> id : — i — I 


( I Sweet sleep & I plea - sant I dreams, Good! night, Once more to all, gold night l 


Ex. 69. key G, 

: d rt : n 

. Sow in tlio 
. The good f the 
: d did 


‘SOW IN THE 

:r Id i — 


in the morn f thy seed, 
good f the fruit- fid ‘ ground, 
did Si : s ( ni| ; — 


>* Thou canst not j toil f in vain: 
h Thence whenf the* glo - rious end,— 


MO RH THY SEED. 5 * 

Words by James Mem 

** M r in r ; d t| ; — - 

At eve fhold not thy hand; 

Ex- pect notf here nor there; 

* s i t( : d S{ : pi, s ( : — - 

Gold heat,f and moist and dry, 

The day of God f is come, 


a. z, a 

fg ornery. 

- * M \ 

To I 
O’er | 
~ • S| 

Shall 
The / 


d i d 

doubt and 
hill and 
Hi I n , 

fos - terf 
an - gel 


Si : n t 

Fret not 
Mi : d, 


t, : a 

foarf give 
clale,f by 
Si I P1| 
and ma - 


r I PI 

thou no 
plots, ’tis 
s. Id 
ture the 


reap -ersf 1 shall de - 


Broad -cast it f o’er the 
l Go forth then,f ev > : *ry ■« 

• sj n id d : t { 

, For gar - nersf in the 

, And heav’n cry f « ITar- vest 


sky. 

home.” 


KEY B. 


“FRET HOT 

THYSELF.” 


It P. 

: Si 

d 

ti 

:d 

m 

: r 

: d 

a ; — ; 

— ti : — 

i r 

thy- 

self f 

tho’ 

thy 

way 

be 

fall 

drear 

- y, 

A 

: n> 

rif 

r i 

:rcf 

d { 

ir, 

i H 

Si I I 

— Si : — 

: l, 

i pi 

r 

: t ( 

: r 

cl 

: n 

I T 

r : — 

1 — d ; - 


to * 

mor • 

• row 

f is 

daw 

n -mg 

fto 

cheer 

thee. 


: d 


: ti 

: t, 

d 

: s, 

I S, 

Si I — 


S j — 


Cease thy complaining — f thy thoughtless f repining 
ihe clouds may he black, f but the sun is still f shining, 
i hough thou art homin’ d in f by mountains f of sorrow, 
to&anci still— —f a broad path f may bo open’d f to -morrow.# 



SECOND STEP. 

Time. 

Tie Medium Accent-Pupils will easily bo 
brought by examples and illustrations to notice that 
m addition to the strong and weak accent, there is 
also a mtdium accent to many tunes. The intro- 
duction of the medium accent makes two two-pulse 
measures into a four-pulse measure and two three- 
pulse measures into a six-pulse measure. This mark 
I is used for the medium accent,— and, when, in Dic- 
tation or for elementary teaching, we wish to mark 
this accent in the time -names we insert the letter 
L, thus, TLAA or TLAATAT. 

It will he noticed that several of the exercises 

already sung, require (when, not sung s 

.* „ Noth.-WIiou the pupil has learnt to hold his tones to 
it \.m be sufficient to call a pulse taa omitting the ai, 

* A primary four-pulse measure. 


medium accent, in place of every alternate strop 
accent. Let the pupilsjfcry Ex. 6d and 69, singin 
them quickly and lightly. They will soon pereeh 
the natural necessity tor a medium accent. Tl 
:uachor, however, must not expect too great a nicct 
?. ais hne.uon at first. The finer points, both < 
nine ana tunc, require much practice, 

Four-pulse Measure.—When the accents of 
tune are arranged in the order strong, mml\ m: 

(as in the words “ moirteuTAn/” “plan 
TA/v/, ) and so on, it is said to he in the four-puli 
measure. The pupils will taatai on one tone , t 
** teaoher bcatS) livst the 

their full length, and where nearly all the pulses are undivided, 

Another secondary form. 


Til A A TAA ‘ TLAA 

The common secondary form. 


Another secondary form, 


\ TAA I TEAA TAA TLAA ' if 

Six-pulse Measure. — When the accents of a tune 
are arranged in tho order strong, weak, weak, me- 
dium, iveak f weak, (as in the words “spin tuAitti/,’' 
l imMufamLitt/ } ”) and so on, it, is said to be in six - 

A primary six-pulse measure. 


f TLAA TAA 

pulse measure. The 
tone, as below, while tl 
then quickly. 


pupils will taatai on om 
•0 teacher beats first slowly 


Another secondary form. 


TEA A 


The common secondary form , 


Another secondary form, 


( TAA i TltAA taa TAA TLAA TAA II 

Silent Pulse. — It is more difficult for pupils to 
appreciate time in silences than in sounds. There- 
tore^the silent pulse was not introduced in the 
lust step. I he name for a silent pulse is SAA. In 
taatai-mg, after the first time of going through, an 
exorcise, or as soon as the rhythm" is perfectly 
lea nit, the silence- syllables should bo less and less 
heard. M. I ans uses only the one word « Hush ” 
lor all the silences. In dictation, as well as for the 
purpose of first marking and measuring them dis- 
tinctly to tho mind, wo find the advantage of a 
separate name for each silence corresponding with 



Ex. 71. 

II 1 

? > TAX $JA 

KEY G. | d : j cl 

KEY F. [ s : (s 

key a. | d : | r 


'SECOND STEP, 


and a quarter tone. Therefore the il four quarters ’ * 
are introduced in this early step. They arc thus 
named, tafatefeft is the short vowel for rw.and c is the 
short vowel for ai\ ) Thus the vowels still divide tho 
pulse as before. If tho time-names are to become 
aids to the memory, we must again rep eat that even 
in speaking both teachers and pupils should form 
the careful habit of uttering them in their proper 
time. Thus, taa should he as long as taatai, and 
a tafatefo ” should occupy no more time than either; 


neither taa nor tax should have longer utterance 
one than the other ; and tdfatefe should form four 
exactly equal lengths. In the Tonic Sol-fa nota- 
tion a comma divides a half pulse into quarters. 

Let the Exercises 7 1 to 75 bo (a) taugltt by pattern 
and repeated, see page 7. The exercise may be 
divided into two patterns if necessary. It should 
be sung at at least two distinct rates. (l>) Alter- 
nated, see p. 7. (e) Laad, see p. 8. (d) Taataid 
in tune*, see p. 10. 


I TAA 

I Id 

: i 

: |n 


: 1 

TAA 7 

:sj.ti| d : r 
: tf.d [ r :n. 
:r .t t [r : d 


jl i 

I TAA SAA 

Id :d.r \n :d 
|s :n.r|3 :m 
In : t ( r | d : s f 


! TAA TAATAI 

kei- A. | si : |t, 

eey F. | s : |n 

key F. | n : |s 


Ex. 72. 


TAA TAA j SAA TAATAI 


key G. j d :s( 

I ;d.r |n 

:-.d|t|.d : r 

key F. | n :d 

I : r .dls 

.n |r ,d : t. 

key G. [ r :s 

| IV .tiisi 

:-.t||d.r : pi 

Ex. 73. ' 

(1 1 

.1:1.1 

1 .1 : 

{ j TAA -AATAI TAATAI 

TAATAI 

KEY G. 

1 d : ~.t ( : d.r| 

n .r : d : 

|n.r; 3 : s t 

;;V : '' ; keyF. 

| d : - .r : n .s 

t ( .r : d : 

I ti.r : d : s. 

KEY A. 

In :-.r: d .t. 

r ,d : d : 

1 r .d : v, : d 


1 .1 

TAATAI 


1 

TAA 

I) 

I! 

I! 


: II .1 : 1 : 1 |i 

SAA I TAATAI TAA TAA i| 

KEY A. 

Id :-.s ;n.d|si.t,:r : | r : tj if 

KEY A. 

I n : - ,d : t,.d|n.r : n : |d.t,i a : s, !| 

KEY 0. 


1 

TAA 


- .1 

-AATAI 


(n.s : s :n II 
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iAA I TAATAI tu 

1 •! j 1 . 1 . 1,1 : 1 .1 

taat.ii tafutefe taatai 


' I TAAm 

I ljl.1,1 : 1 . l [j j 

tafatefa taatai j taatai 


taatai 


taatai 


y.i,i i .i 

tufatofo TAATAI 


1,1.1, I 

tafutefe 


i > i . i , i 1 1 ,i 

tafutefe j taatai 
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all self-teaching pupils wffi^be gla? to^studv "the fifl ha ™° p n 5'’ and two of them in succession art 
harmony (or the sSunding ogS her of tonesl as a 1 “TO*** are the W. 

ther sing, and they will |n» the hotter f ° , °/ flfths a>! Slxt!is ar0 of thirds) hut are vorv 

so.- Intervals ^ lo f f oeptahleto theoar. They ktve nritS 

generally counted step-wise on the scale -always of the fifths, nor the sweet 

including the two extremes. Thus the 'distwL 0 til0 thirds, and are much avoided in 

between d and r or m and f are called a so™,l two-part harmony; even bald unisons and octaves 
those between d and m o?r and f 'a-re called a tlhrd’ *?“§ pretesd , *? ^ W here used they are 
and so on. By counting, in this my on the r nn w ' H IcSS observed) potoe 

modulator, it will be seen that from d to the m t S . tr ? ng P^cm places where they suggest 
next above is a ^-from d to the m next below “ ° f “ to be 

(a>i) I* an tn verted third, or a sixth,— and from d to explained. 

sihlfwtTo d if a ftWfr S j S or Wr re “TV*?"* *&* fourths, and thirds are 
third) from ltc!di s a sirfh, and from i, to <Pi s a 2Zt t f f *»»&»* ■> or d against r, 

tenth. What are the intervals between m and s ? frb'ifit togotho ^ or separated by octaves 

— m and s, ?— m and si ? These intervals I'wbbh (thatis, whether seconds, or sevenths, or ninths) 
are the third iu various posititms^fonn the f Ih ?Y sound harsld Y together. But 

of all harmony, and are therefore ahundantlv W« r 'd Elsca . ld ma Y be so sweetly introduced, and so 
In Exercise 69 find tveCZ ids to a closo ’ “part” 

In Exorcise 80 hud a sixth followed ^ 

OctavesaudUnisous-Exorciseeglmsitsfirsttone ^uSaL^acStnsoma^ 

audits iast, m both jarts, the srt me,tbxdh in identical moment. Thus, in f 69, we have on the 
it C™ ^7 10 |? e f mnm f °f the last line of words fifth pulse counting from the last, or the fifth-last 
at d lt 0t f 0 ^of ween the parts. These unisons pulse, d dissonatin|again S t r, but it is so lim art " 
fha?t7 0S d ° S^'othetruefeelingof harmony, by its own previous « sweer’ ctnslLo ari . m 
wfscldcm Tf tenCSS . Wlth a ? re "> and W aad 80 sm0 °thly « resolved” by gofrgdown sLl 
h( i much ^C',7 a strong pulse where they would wise to t , and there satisfying the ear with another 
the h-mmont th ®& are l 0 ! 1 in the flow of 8w ? et consonance, thatitcannot be called unpleasant 

t0 ***?•”&■ U \ s oal y ^pleasant when singers arc afrKlt 
them to sponger, or bringing and so put themselves out of tune. Hence the 

nrm „ ‘ °? ^° ^ n ©‘ tL wo such inter- advantage of knowing what you sin<* Find a 

'f olIowm o jjjo other, would make the similar discord at the close of Exercise 78 
harmony disappear Therefore, such a succession Se 

apcSihig i- F f S3 T T ? 6S - AS ™ havo olMerved that the 

assitEaS sssisss'ste 

%vilero * Ibus m Exercise 79, second score, third 
Eifth* and ‘ifani.fi. « r -n . nA „ measure, second pulse, we find an apology for the 

w fifTlxs^s tfr f?? I7~ ln E N xerc l s ? there are dissonant r, because it is on the weak part of a 

tlioro il a fourth 7 L a C t? 5 + and + m Exe J cis ?;, 0 V nlm > and because it moves smoothly step-wise from 

*« i rih s ‘ to d - Tlie two tones of a fifth one tone of the scale to the next. Find other ex - 

u a ite with one another more perfectly than those of amples of the same 4< part-pulse passing tone ” in 

any other interval except the octave, but they have the same Exercise 79 P 1 1 % 



II 


$mom Mtm 


IM tlm Exmeimi which follow, bo fought with *-etudy of breathing places— and sing: 
ihe same process of Pattern from the Modulator, as before. Before each exercise, when 
iir.sfc one part and then the other— taatai-ing in tune is pitched, lot the pupils sol-faa by the - 
every di%uli. rhythm— Sol-faadng from the hook— the two chords, thus— d m s, s t r» d* < 
laadag from the book— collective reading of words keys d s { m, Sj tj r d. ' 


WHEN LANDS ARE GON. 


When lands are gone f und mon - e 

‘Si in { : s, d : d 


Jam - mg* is . f most ex 


mon-ey’s 


learn - mg* is f most ex - eel - lent. 

;t i :d I®! :-.s,S| ;s, Id 

t| learn - ing is f most ex - cel - lent. 

3 When little else f old age can cheer, 

Ihese harvests are f most rich and rare. 


When | lands are gone J 

2 In youth f the time we thus e 
Is counted as f the riche. t j ty 


FARMER JOHN. 


man f is Far 

too, f is Far 

soul f is Far 


mer John, A hap - py 
nicr John, He 3a - hour 
mer John, Light- heart - ed, 

S| I S[ :s, is, : S| I 


man is 


3 : Si Im : d, 

ris - es, f with the 
ho ploughs, for 
win « ter cold,"f or ! 
& i S{ | n, : dj i 


at mom, And sings right m 
the seed, He sings his cl 
mer bright, He whis- ties m 
s i I si i Sj dj : d j t ( 


S| jSj . S{ ,S | l S| 
Tralala la la, 
8| 


S i ,Sj » S j ,Sj J s, 

Tralala la, la, 

Sf ,Sj ♦ S{ ,Sj ; Sj 


r In ,n.n . ,n : r 

la, f Tralala la la, 

>t* |d ,d .d ,d : t| 




1. Little flow’r witb 

2. Basking* in tho 


starry brow, 
'•ladsome beam 


Slumb’ring in thy 
Or, bo- sir] e some 


bed of snow ; ' 
murmuring stream, 

S{ * S[ l tf i 

mountain lair ; 
through despair, 


1 3. Thee no wind nor 
h Typo of truth, and 


From thy love - ly 
Virtue strng - gling 


storm can tear, 
emblem fair, 


Or with light 
Gently bow 


[Winter gone Sc storms a- way* 
Greet the water’s sil- ver breast. 


f "NTor the sloe 
\ Close may s< 


Boot thee from thy native plain* 
Troubles bend it ‘to the ground 


sweeping ram, 
hem it found, 


Peeping from thy 
Or mid fis - ■ sure 


couch of green, 
of tho rock, 


With thy mod - est 
Hidden from the 


simple mien, 
tempest’s shock, 


[ Winter’s cold, nor 
\ Yet the soul with 


summer’s heat, 
in is calm, 


Blights thee in thy 
Dreads no an - guish. 


snug re-treat ; 
fears no harm 


In thy low so - re -ni- ty. 
Queen and fai- ry of the dell. 


mow. 


Chill’d by snow or 
Conscious that its 


scorch’d by flame, 
head may rise, 


Thou for ev-er art the same. 
Planted mouth congenial skies. 


COME, GEWTLE MAY < 


twice, 


1. Come, 

2. Conic, 

3. Come, 


gen 

flow' 

love 


Come, 

Come, 

Come, 


Win-tor, cold win - tor f has ling 
Ohil-dren are long - ingf for ver 
Deck with thy beau - ty f each wav 


or’ d long 
dant fields, 
ing bough. 





BBB 


SECOND STEP. 


the woodsf with the 
for plea -sure f thy 
fill Slav - time, f why 


Dictation.— -Notation, and with it, clear percep- 
tion, will be cultivated by Dictation Exercises, 
lhe second part of Ex. 77, second score (or line), fifth 
measure (always counting the first part of a mea- 
sure as one) would be dictated thus tuaa 
lower tf” “ -a A- tax ' r ” ■ et tlaa y a 8 A. A . ” 
“ SJtAA,” &c. Ex. 78, third score, first measure, 
Would be dictated thus — “ trafatcfe lower s« St s» s,” 
“ taatai lower Sj lower t.” u taa-aa r.” 


Ear Exercises, like those in “Hints for Ear Pointing from Memory and Writing from 
Exercises,” and if possible, ear exercises in which Memory wall still be practised diligently, as rccom- 
the pupil writes the answer, will also he as con- mendedatpage 12. The teacher who can appoint half 

stant as the lesson hour. If the teacher finds that the an hour before or after the regular class meeting 

pupils do not discover which is r easily, he does for memory pointing, memory writing, and dictation 

not ^ either tell them or let them guess, but he exercises finds the interest of his class and the 

reminds them again of the mental effect of r, and accuracy of its knowledge ten folded. At the close 

illustrates over again the high rousing r and the of every lesson, one or two of the exercises should 

Prayerful r, and then again tests them. be chosen for the memory exercises of the next 

After the Sol-fa prelude, the pupils must be very meeting. The pupil should copy that exercise six 

careful to note to which tone figure one falls. or ten times from the hook, until he finds by testing 
I hey do not possess a sufficient clue unless they himself that he can write it from memory In the 

catch the first note. The teacher should be very presence of the teacher, even at first, ton minutes 

caret ui to make his own pattern clear. Oneway ^sufficient for writing from memory on clear miner 

in which a teacher keeps all his class at work i*s without book. Meantime the teacher may walk 

to cause ail that can answer to hold up their hands, fhout his class to give advice or information In 

and then to select those whose answers he wishes. loss than five minutes the quickest have their ever 

Another way is to give the proper answer and ask cisesready. The teacher glances over them and marks 

all who ware right to hold up hands. themassuggest e datpagei2,andth 6 secretary cov'dits 

In time ear exercises the teacher 1st taatai* with Sf m f “ of each pupil, in the class book, 
accent two plain measures, then continuously teas 1Jlc teacher can make remarks on the common 

a rhythm oi two measures on one tone, which he errors ? or shew them on the black board. 

pupils to write or taatai. 2nd, he sol - Elementary Certificate.— Punils now Vo-in + 

illLf yhyt5 S 1 ’ and c r fT m *es his pupils to make up their list of six times for’ the Elonmnf-^ 

iTll 1 the old exercises and Certificate. See Profit Elementary 






mC OKD STEP* 


(Utestions fob ifbitten on obal examination 


1 Tv the ^aMifiiliiess of a CUiss- 
i 'odioj id.’ Ldinio’.M m his pupils 
It c/v * • i p i lit ion, <S& t "Who r rust form 

2 : Wliat if the object oi’ the “ Chest 
Exercises, •?” 

3 In the (: 'Vocal Kking Exercbos ” 
whet are the chief points of the pupil’s 

■1 ‘Describe lb* four step? of this ex- 
crei r • and the reasons for each ? 

5 “What is the special purpose of the 
“ Inning Exorcises,” and what are the 
throe points to which the teacher will 
give attention during these exercises ? 

6 When 1 ho tonic chord is established 
in ; lie ear, what do you yourself feel 
to ho the mental effect of a high H ay 
when imp 1 somewhat slowly ? Describe 
the i ffhet m your own words, as nearly 
as you can <k scribe if, hut h car folio 
describe only your own perceptions not 
tiir.se of otibrs. 

h E ft iitbho fim&A . 1 iwd^:'hdescrib3; : t : the : ' 

i : , i.i' i i 3 j,/. 

8 TVlait mental impression do you 
r:::ireceiYe::fipm v .a : high 

9 What feeling is produced by a low 

, Tel . 

id How do. you distinguish vowels 
and consonantfi ? 

11 What kind of persons are com- 
monly la::y in their use of lip and 
Plug ue, and consequently indefinite in 
their vowels and consonants l 

32 Why is the clear and marked de- 
livery of vowels so important to the 
singer ? 


1' .TUIXE. 

1 3 Tn choosing breathing-places, what 
eon.ddcratiou is more important than 
that of the natural division of the ruu- 
• sical line or section into 1 phrases i, 

1 t Give an example (different from 
those referred to above) in which 
“ breathing for sense” would contradict 
the “'breathing for phrase.” 

15 Give an illustration of “ breathing 
for emphasis.” 

10 Describe the “ musical form” 
called a bound. 

: ' 17 What is the chief difficulty in sing- 
ing a Bound? 

IS Describe the Four-pulse Measure, 
i ; 19; • ; /..Dcscrabetfe^^ ;■ : 

20 By what syllabic modification do 
we express the medium accent in Dicta- 
tion and in Elementary teaching ? 

*21 What is the name for a silent 
pulse 1 

22 What is the name for a pulse-and- 

a-half sound ? ■ m:4V.y 

23 How do we name that quarter of a 
pulse which occurs at the end of the first 

I half ?— that, at the end of the second 
half ?— that, at the beginning of the first 
half l— that, at the begiiming of the 

I >■ vn t I jj : v 

I 24 E< w woul» m tl fci the last 
three measures of Ex. 79. 
j 25 When tones related to one another 
j as Bah, Me, and Soh are, or as Soh i} Te„ 
! and Bay are, are sung together or iii 
succession, what is such a combination 
i . died . 

26 When one such chord has been 
' first heard and has pre-oceupied the ear, 


I if another such chord starts from the 
j highest tone of the first what can you 
say of the relationship between them? 

| 27 ' Name or write a third,— a sixth,— 
n tenth. ' ■ ■ 

1 28 How are sixths related^ to thirds '? 

■ How are tenths related to thirds 1 
| 29 What is the quality in these inter- 
! vals which makes them so much used in 
j Harmony. 

30 What is the difference between a 
common unison and an identical uni- 
son ? 

31 Where are octaves and identical 
unisons useful in two-part harmony ! 

32 What effect on the harmony would 
consecutive octaves and unisons produce ? 

33 Name or write two fifths, and two 
fourths. 

34 How are fourths related to fifths ? 

35 Of fifths, fourth, and thirds, whiel i 
contain the nearest or most _ perfi cl 
agreement of vibrations? Which the 

l 

36 In what ease are fifths avoided by 

j composers? y y iBill fi j BABBAItAB Wfi i 

! 37 'Why are they not very much used 
in two-part harmony ? 

38 How are fourths regarded in rela- 
tion to harmony ? 

89 Name or write four different soils 
i of Concords. 

40 Name or write several Discords. 

41 Describe how the Discords you have 
heard are prepared and resolved. 

42 Describe, the passing tones you 
have noticed on the weak part of a 
pulse. 


43 Hold a steady tone without taking 
breath for t on seconds. 

44 Sing Vohi Me, Soh, Bold, BoW, Soli, 
Me, Boh, in Keys D or C, to the “ for- 
ward” Italian Laa, as softly and as 
pleasantly as you can. 

45 Sol-fa any example you please 

showing the. Mental Effect of high Bay', 
—of low Bay,— of high 2k, —of low 
T>. ■ - ' 

.46 Sing to words tlie upper part of any 
one of the Ess. 65 to 70, chosen by. 
the examiner. Sing correctly as to 
Time Tune and IToiiunciation, without 
bveathiness of tone and with proper 
breathing places. Marks should be 
gi ven for each of these, four points. 

'47 Ditto with Ex. 77 to 80. 

45 Sing to Laa the Bay and the Te ( to 
any Boh the- teacher, gives* 

4i) Sing to Laa the Bay' and the Te to 

; St* Co, YNeivJ 


! any Dfik the teacher gives you. 

50 Taatai from memory any one of 
| the Exs. 71 to 75, chosen by the ex- 
[ amifier. 

[ 1 51 Taatai the upper part of one of 
! the Exs. 77 or 78, chosen by the teacher. 

| 52 Taatai-in-tune the -upper part, of 
| one of the Exs. 79 or 80, chosen by the 
1 examiner.: ■ 

j 58 Point on the modulator from mcra* 

! tuy {M-foaiiJ^-any'.one of -.the follow- 
\ iug four: 'Exs.'- €5, 66, 67, GO, chosen by 
! the examiner. 

I 51 Follow the examiner’s pointing in 
I a new “ voluntary,” containing DohfiMc. 

! Soh, Te and Bay, but no difficulties or 
1 time, 

’ 55 Write, from memory, any other of 
j these exercises chosen by the examiner. 
I 56 From any phrase (belonging to 
! this stage) sung to figures, tell your ex- 


aminer (or write dowi i) which figure was 
sung to --to to 7' , - to 7V. 

57 Having heard the tonic chord, tell 
your examiner (or write down) which 
tone of the scale {Bull, Me,. Soh, Tc or 
Bay) was immediately sung to skaa. Do 
this with two different tones.; 

58 Taatai any Bhythm of at least two 
measures belonging io this step which 
the examiner shall laa to yon. He will 
first give you the measure and the 'rate 
of nioumieut by taut;ii-ing two plain 
measures and marking^ tlio : accents by 
r or l without, licating time, but the two 
measures you have to copy ho will aim- 

j ply laa on one tone, 

59 • Taatai-in-tune any Bhythm of at 
least two measures, belonging to this 

. step, which, after giving the. measure 
and rate as above, the examiner may 
sol-fan to you. 
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mim step, 

2% execute more difficult Chest , Klmg and Tuning Exercises. To recognize the a aid b positions, and th\ 
various mnslifutions of Chords, — the resolution of the u Major Dominant," — an I the dissonance d / ntdnsi r in 
B. To remjnke ami prod me the Fourth and Sixth of the Seale. To observe the relation of speed >f')uoro„tent 
to mental effect. To recognize the different sorts of voices. To recognize and produce o to tone in affi ihpc pit eh 
and one rate of movement. To pitch times . To select breathing places. To gain first ideas of Expression. To h'\ 
come conscious of the great break from the thick or first to the thin or second register. To strengths.! in men the 
thin or second register. To recognize and produce half-puke silences , various divisions of sound Produced tnj 
combination^ of quarlcr-puUe and sgneopations. To studg the elements of Chanting. To recognize the partial 
dissonance t f, and the unprepared dissonance f against s. To recognize the relative motion of two parts. 


Ex. 81, Chest Exercise. The same as Ex. 
64, except that 15 seconds may now bo expected 
from all instead of ten. If the teacher is not quite 
,sm : o of being able to count M, 60, ho will use at 
least a string metronome. 


Ex. 82. Vocal Keanu Exercise. To bo n 
with Manual Signs and with the same processes 
Ex. 55. After exercising in each key, let ■ 
teacher test the pitch. There should be no ilatti 
mg in these chordal exercises. 


km 0, B and D. Vocal Klang Exorcise, 


Ex. 83. Tuning Exercise. To be used 
the same processes as Ex. 56, talcing* care to s 
a soft tone, each part listening for the other: 


learniii! 
Ex. 85 
words. 


ot the voices, 
way, without 


key D. Tuning Exercise for three “equal” voices. 


irosi.uio.TiS oi Chords. — In connexion with the 
tuning* cxurches, a study of the “positions” 1 and 
“ constitutions ” of chords will promote thoughtful, 
and therefore sure singing. Only the more intelli- 
gent classes, or the more intelligent members of 
c usses will bo expected to pursue this study. 
\\ non the tones oi a chord stand one above the 
other as closely as possible (as 1) when it stands in 
the order d, m, s counting upwards, -or 8 when it 
stands m the order s, t, r) they are said to bo in 
thmr wwvwh poyiion, the lowest tone being called 
SI tono Tfcrd, and the highest 

lUTfth,^ in Ex. 58, measures 3 and 8 I) is in its 
1 Ex. 83, measure 3, pulses 

i mm i fe is m ite normal position. Let the n anils 
^steu to them am sb, and fool th ir* n <jth> hi Hi 
St. Co, (Xarg 


S3, incisure 3, pulse 4, S has its root in the lowest 
part, but is not in its normal position. When the 
root is in the lowest part the chord, even if not in 
its close normal form, the chord is in the a position. 
V Jam the third is in tlio lowest part, the chord is 
m its b position. See 1M in Ex. 85, measure 2, pulse 
1, and S b in Ex. 83, measure 3, pulse 3. Let the 
pupils listen to them afresh and mark their compare - 
tive weakness. When the fifth is in the lowest 
part, the chord is in its c position. This will lie 
illustrated at the next step. The a position is best 
and most used. The b position is much used to 
make the melody of the lowest part smoother or 
more pleasant. The e position is only used in special 
cases, to be after wards noted, bufcVhieiiy in the 
elu-u- of a. section, a* in Ex. 85, 
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rm el step.. ' 

of the « measure S. Omhtud roots - omitted foundations---. 

* are marked om, but wo only 'interpret a coord ns 
having iis root omitted when tiro habits of the oar 
make it absolutely necessary lor as tojhutl' of the 
absent root in such a place. Bee Ex. So, measure i. 

Progression of S.~ Notice that S seldom moves to 
any other chord than D, its t going to cU, its r to 
m or d, and its s to d or s or more rarely term. 
See the close of Ex. 83, and Exs. 85 and 80. dims 
these two chords, which are in their own internal 
(, acknowledge a relationsliip to 
one another. S prove s itself , the clinging* depen- 
dent on D. But, like other dependents, it is said 
to dominate — that is to rule the key,— and is called 
. the Dominant. In - feet, its clear ; (ioclaration .of 

where allegiance to D decides the key. \Vherever, m tno 

• ' region of pitch, two such chords t,hm cling tOgethci 

there is a key. Bet the pupils listen afresh to the 
softly hud close of Ex. S3. 

The Chord Four Soli —Notice, at the close ol Ex. 
86, the dissonance d against r occurring m the 
i chord of S, the third of the chord being* omitted 
I to make room for it. It would ]>e counted as .a. 
| fourth in this chord. We call the chord hour 
| Boh,” and write it thus 4 S. In this case the posi- 
and the constitution 3. 

. Ex. 84. Name, pulse by pulse, the chords, with 
their positions and constitutions, of Ex. 85 and 86. 
aiid Ex. 83, measures 1 j Thus Duo, Sal, &c. 
and S£o in * 

Ex. 86.. key G. Tuning Exercise, as above. 


Constitution of Chords.— One or more t 
constituent parts of a chord may be omitted or 
doubled. In Ex. 56, measures 3 and 8 D is com- 
plete. Completeness we mark (when we wish to 
mark constitutions) by a figure 1, thus Dal. f>e- 
in Ex: 83, measure 3, pulses 1, % and 4. 

Tire root (the most important tone of - the chord) is 
often and freely doubled. The trebling of the root 
(not uncommon in four-part harmony ) is marked by 
5. In. Ex. 56 measure 7, pulse 2, tlieroofis trebled, - c n 

indeed, the ehord has to he m,pjmed. If, however, struetme the same, 

a third or fifth were added to this trebled root we 
should call it the chord S«2. The third , the source 
of sweetness, is rarely omitted. Its omission would 
be indicated bv 3. The third is doubled frequently 
in Da. be, 'Fa, and Be; but in Db- and F b, # .w : - 
the third is already made prominent by being m 
the lowest part, its doubling* (too much sweetness) 
is avoided (See Minor Chords, page 46) except for 
the sake of better melody in the parts; and an B 
the third cannot be doubled, because its t always 
goes to d 1 of the next chord, and we should then 
have the bald effect of two t’s going to two d*V-. , 
consecutive octaves. Bee page 21. The doubled j 
third is marked by 4, It is quite common to omit . 

the fifth. Being so like the root, its presence or ! tion is a 
absence is less noticed than that of the third. Its 
omusion is marked 5, its doubling G. See Dao in 
Ex. 56, measures 4 and 7. 
and 4. See Sr5 in Ex. 83, measure 2, 

Ex. 85. key 0. Tuning Exercise, as above. 

7 1 d 1 I a 1 : d 1 It :-|| % I d 1 : cV Id 1 : t id 1 :- 


Words U Ew 

’.From all-tliat d well-bo | low the skies - 
Let the-Cre | a tor’s praise a rise — 
Let. the-Eo deem er’s j name be sung — 
Through every [ land by ev’ ry tongue 
Words to Ex 

Glory -to thee-my God-tliis night ’for a 
blessings | of the light 
Keep-me-d keep-mo King-' 
thine | own A" " J ‘ v 

For 


’Thy praise-sha' 
j j ’Till suns -shall 

v. 88 to be taught at Ex. 110. 
all - the Teach-mo -io live - 

little J as my 

rjf Kings ’bo neatli- Teach -me -h 

A1 might y wings — 

give-mo Lord-for thy-doar Sou ’the ill that 
I -this 1 day have done — ( 

it with -the wor!d-my self ..and thee «. 1 

ere-I [sleep at peace may bo — 

St. Co. (Keiv.J 


.that 1-m.ay dread; ’the grave-as 
bed — 

.‘to die- that so -I may . . n|&ygionous 

j at the judg meat cbiy -- 
ay-my soul-on thee -re pose ’and with, sweet 
deep- mine | eye lids close — • 

Hthat-may me-mpre rigorous make to 
ierve-my [ God when I a wake — * 
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THIRD STEP, 


The Hold (/Tv) signifies that the note below it 
imy be held as ’long as the conductor or singer 


j instead of weeping and desolate in their effect, and 
the other tones undergo a similar modification, 
j Let the pupils try in the same way any other tunes 
! which are deemed most characteristic. They \vill 
thus discover for themselves that groat speed of 
movement makes the bald tonus (d m s) sharper in 
their effect, though still firm; and makes the emo- 
tional tones (r fit) more bright and livelv, lint 
leaves them still the emotional" tones of the scale 
I-Iandcl in his songs calls “ to arms ” chieJly bV the 
use of d m $, hut ho also employs d m s with <->ivat 
rapidity of movement to express the abandonment 
of jolly laughter. Emotional laughter, however" 
lie expresses by the rapid use of t r f 1. It is also 
well known how effectively his songs employ these 
emotional tones in their 'slow and more "serious 
moods. . Ex. 113 includes good illustrations of 
£ and 1 in both aspects. In measure 3, pulse 2, and 
measure -1. pulse 2 we have the quick fak In its 
lively, abandoned spirit. In measure 5, pulses \ 
and 2 we have the slower fah in its more solemn 
effect. In measure 7, pulse 1 we have the quick 
lah in its brilliant emotion. In the second -last 
measure we have the slower lah in its loving, earnest 
serious emotion. ; ? 

The Scale. —We have now studied a key- ! 
tone with its six related tones. Seven tones j d 
thus related to each other aro called a scale. t 


Ex. 87. KEY A. Effect of high Fah. 

Id.tjid.rln :d |f 

Ex. 88. key A. Effect of high Fah 


Ex. 89. key A. Effect of low Fah. 
|d .t, :d .r |n : d | f, 

Ex. 90. KEY A. Effect of low Fah. 

Id : t ( .d | re.r : d I fi : f, | s, 

Ex. 91* KEY (I. Effect of low Lah, 

I d.r : n.til r : 1, |d :tj | 1, 

Ex. 92, KEY F. Effect of low Lah, 

• si Id : n : d |], : — : t, [d 
Ex. 93. key D. Effect of high Lah. 


Ex. 94. key D. Ditto, 

id : n Is : n 1 1 : — | s : — || 

Ex.. 95. key A. Effect of Fah and Lah. 

U : s. f pi ;d |1, :f [n : — || 

Ex. 96. key D. Ditto. 

Id : s In : 1 |f :s |a : — || 

Speed of movement andmcntal effect. —Hitherto 
we have studiod the mental effect of tones when 
sung slowly. Let tho pupils sing any exercise 
eontaimng fah and fah very slowly indeed, and 
notice how iheir mental effects arc brought out. 

. ! ’‘ ll 1 ' l sol m 11 e wuno pin-e as quickly as 
'tlrny can, keeping tlie time and observing the 


teacher has fixed the pitch of tho kov 
pupils themselves should now learn" 
turn. Any conceivable sound can be 
key-tone, and the relationships of ehoi 
which we have already studied, will s: 


THIRD STEP, 



stretched string giving 256 complete vibrations in i 
a second, is fixed upon as the standard, and its 
scale is called the “ standard scale.” This is given 
at the side. The octave of this tone 0 : (512 
vibrations) is usually given in timing-forks _ 
for vocal purposes. g' 

Pitching Tunes. — The pupil strikes the h 
O timing-fork, and runs down to the 
tone he wants. That tone he swells out, ^ 
and then repeats it to the syllable doh. At ,, 
fir t it will help the pupil’s memory to *- T 
notice that ho has to spell the words “ bag ” 
and 44 fed ” in running down this scale, 
thus 1 iu 

| cl 1 : - 1 1 :11s : f -| pi : r 1 d : - [[ ^ 

O' BAG FBI) 0 X) 

Remembering O'. —It is much more easy 
to fix on the memory one tone in. absolute J 
pitch than is commonly thought, and it is 
a great advantage to be able to do so. Frequently 
the teacher asks his pupils to sound 0 : (which in a 
man’s voice is really 0) and then tests them with 
the tuning-fork. In this way the power of recol- 
lection is soon developed. In estimating the 
chances of certainty, however, we - should always 
bear in mind that any bodily or mental depression 
has a tendency to flatten even our recollections. 

Classification of Yoices. — In the following ex- 
ercises the parts are not kept within so close a range 
as before. It will not now’ be possible to 44 exchange 
parts.” It is therefore necessary that the teacher 
should (either himself or by his assistants) examine 
every voice in his class and divide them into higher 
and lower voices. The female and children’s voices 
are naturally pitched about an octave higher than 
the men’s. The pitch tone G stands at about the 
middle of the range of female and children’s 
voices. In examining these voices, the teacher 
pitches this tone as a key tone and requires the 
pupil lo sol-fa a, first upward and then, downward 
from it. If the fuller — more beautiful — and more 
easily produced tones of the voice lie above G it 
may bo classed as a high voice. If the best tones 
of the voice lie below G, it may be called alow 
voice. Cultivation may afterwards make a dif- 
ference, but this simple mode of classification 
answers our present purpose. The high voices of ■ 
women and children are called Soprano (pro- 
nounced Sopraano) ; the low voices, Contralto. 
The G f an octave lower than the last, selves to 
divide the men’s voices in the same way. It is 
the quality of the tones above and below G 
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or Gj, not the present reach of the voice, which 
decides the question. The high voices of men are 
•called Tenor ; the low voices, Bass. 

The Compass of Yoices upward and? d 
downward varies yeecii/y t and is not g 
the sufficient test of tlieir fitness for 
the high or low “part” in the music. 
but it is useful to bear in memory that § l ' 
the easy compass of most voices is about \ h 
an octave and a half. Basses and Con- j 
, ii-jdtos easily coni]»as!«— one lvrnn <.t s to j JV 
\ 0, the other from G, to O'. Tenors and I 
Sopranos easily compass — one from ■ G ’ , B 
to F, and the other from C to i A oxce .« j 
tra mors commonly give the name Mezzo* 1 ^ 
(pronounced Metso) Soprano to voices I * 
which seem to be between Contralto and . q 
Soprano, and Baritone to voices which 
are neither Bass nor Tenor, But the ^ p 
most scientific of them have reached the 
conclusion that true medium voices are * S E E 
comparatively rare, and that those 
which seem so are commonly only un- ]) x> 
cultivated Tenors or Contraltos,— the v j 
high part of a man’s voice and the low j q 
part of a woman’s being the most liable • „ 

to neglect. The diagram, at the side, j &\ 
shows the common easy compass of \ 
voices as given above. The difference j Ai 
of the type in the letters and the double 
printing of F, E, D is explained under G { 
the heading “Registers," p. 32. 

‘‘Tp 

Octave Marks.— The pitch of doh is -« f 
always taken from the unmarked octavo 
of the Standard Scale, and tills d with ^ 

the scale above it are without octavo ii| 

marks. But, to save the unnecessary ~ 
multiplicity of octave marks both in 1 

writing and printing, the Tenor and "2 
Bass part are always written an octavo 
higher than they really are. ^ In quot- A 2 
ing octave marks, as in dictation, it may 
bo useful to distinguish the higher Go 
octave marks by naming them before 
the note, and the lower by naming them after,— 
thus I) 3 “ two - D ” — 1) 3 “ “ B-two ” — G : - { 44 three 
G” C, “O-one,” &c. It will help the memory to 
notice that the higher comes first. Thus, wo say 
that the easy Bass compass is, as above, “from G- 
two to unmarked 0,” that of the Contralto 14 from 
0-one to one-C,” that of the Tenor 44 from C-oue to 


: 


V 
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gestcd by tho 'words. In. onr Tonic Sol-fa hooks 
wo early adopted the plan of using type-marks 
for this ' kind of expression. First there rr.a.-t bo 
fixed the medium or normal degree of force pi oner 
to the ten ere l sentiment of the piece to be sun*/, — ■ 
then ■whatever words are printed in the common 
type are to he sung with that appropriate medium 
force, whatever words are printed in small capitals 
are to be sung louder, and whatever words arc 
printed in italics are to be sung more softly. In 
writing, a single line is drawn under the words for 
italics, and a double lino for small capitals. Those 
marks of the pen can he easily added by the student 
to his printed copy. In Exercise 07," the general 
sentiment of the words is subdued and prayerful ; 
therefore the common type indicates soft singing, 
but in the last two lines the spirit of vainest 
rises to a. climax and demands greater’ force of 
voice. The general spirit of Ex. .100 is soft 
and gentle, but it should begin my/ softly— in- 
creasing in force as the, phrase ascends, Ex. 101 
and 102 also open with ascending* phrases to be 
treated in a similar way. Continuous or repealed . 
tones as in the second line of Ex. 103 and in Ex. 
Go suggest the same treatment. Notice that any 
tunes like Ex. 102 and 103 which require a light 
and. tripping style, require also a soft voice. 
Observe, in all these cases,, how useful this distinc- 
tion of loud and soft is in marking out the musical 
phrases or in “ phrasing / 9 

Ex. 97 to 103 should now be taught in the same 
manner as before, except that previous to each 
exercise, the teacher will put the voices in time by 
causing his pupils to sing, after Lb manual signs, 
for a low kev-tone, d, m, s,— f, 1, dy—s, t, r, d ,-- 
and for a middle key-tone d, s,, in, d, — f > 1 , d,— • 
s,> t,, r, d. 


marked F,” that of the Soprano “ from unmarked 


mug of Parts ,~-In the titles of tunes the 
-I Ate® the parts, thus 


Breathing Places.— After Ex. 11 d, the breathing 
places arc no longer marked, but if the markings 
almady given have been carefully studied, the 
pupils* will be able to mark breathing places for 
them si Ives. Before the words are read collectively 
the class should do this under the guidance of the 
br.ehrr, who will often remind them of the prin- 
eiph , i vh.id down, page 16. In addition, it may be 
noticed that if one wishes to take breath before a 
strong pulse, the time of the breath must bo taken 
from the end of the previous weak pulse ; but that 
if one wishes to take breath before a weak 
pulse the time of it may be taken away from the 
beginning of tho same pulse, — that i.t is not only 
convenient but accessary to take a good breath 
before all long sustained tones or long connected 
passages. In sol-fa, aing or laa-ing breath should 
still bo taken “ for phrasing.” This will lead to a 
study o f the musical phrases. Tho importance of 
taking breath for; clear soft . 4< emphads ” will 
appear in such Exercises as 97, where the purity of 
the tone on the first d will be wonderfully im- 
proved by requiring a breath to he taken before it. 

Expression is such a use of loudness and softness 
in singing as tends to make the music more expres- 
sive. Even in the earliest steps, pupils enjoy thus 
embelHshiiftg their music. In the fifth step the 
subject is more fully treated. Here it is enough 
to draw attention occasionally to what is indeed 
the chief part of expression— that which is sug- 


BVN OF MY SOUL. 


L.l. Sun of 
Whhri ! the 


my soul, f thou Sav - iour dear, It is not m 

soft dews f bf kind - ly . . sleep My wea - ried ev 

n d : r f : f |n : d r : t, id 

Aj K«t from mom till ere, For with -out tin 

.(..tifliol heart and bless us when wo wake, Ere through tho w 

Si- Co fXcr.J 


rif thou ho near 
lidsf gent-ly steep 
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rise, To Undo thee f from tliy sor - v 

rest I'or lev - erf . <*» »>? 


earth - born | cloud a 
— Howl sweet to 


thee f I dare ^ 

SELYESf IN HEAV 


with. - out 
lose ouii 


jilt is nigh, For 
thy love We 


hide with me f when nij 
TV the 0 - CEANf or 


LABOTJB’S STR02TO AND MEBBY CHILBBM- 

a ' .n. Bound for two parts. 


Com - radesfof the ria - ing 

Lei - sure must f uy tul1 1,0 


hour's strongfand _ mer 
do - spend - ing,t No 


to-go thor, ; Now our 
ae-com-pHshed, With- out 


a song 
as good 


ALL THE £ 

key F. Bound for two parts. 


All the springing 


•KEY D. Bound for two parts 


Bxmt • ly steep 

i -Ca- fXeivJ 
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BOH, BAY, ME, 

Ex, 10L TLTT.Y Gh Bound for four parts. i; , 


Hold 'yore vhead; vt$: 


WHO COMES LAHSHXl'G 
i*;ly Eh Bound foz three j *rts. 


JF/5# eonws laugh 


R I* * i s .s : s .$ I s .f : n ,r d 

laugh «imj ' Ha,Ixa J ha,ha,Jia f ha,hQ 3 lia, Yfe 


| J s .s : s .sj s .f : n . r I d .d : d .d i r ,r : r ,r j n .n : n , n | s 

f I Ha, ha, ha ; ho, La, ha, ha, liaj 2&, %a, 7a«, fa, 7cv, fa, fa, faj //a, ; W( fa, fa, j* 

GLAD HEARTS AND FB 
Ex. 103 * ' key A. Bound for fom* parts, . ' ■■: 

ij a :r :t, jd :f 

1 1 Glad hearts and I free, a,-,,, 


•onw 


I hi, la, ' La, la, la 

Begisters.-In the highest part of the e 

ot men s voices, and in the lowest pari of tl: 

pass o l women’s voices, may be noticed a r 

able change m the quality of the tones. Th 
wimm tins change occurs is called «tho 

br<?ak. ^ It is m all voices between F and G 
break arises from the different way in whi 
tones are produced in the laivnx Below the 
tlie tones aro prodded by what we may e 
hr*t or thick register of the voice, above thw 
by tiny second or Hun register. In women’s 
is a yet higher regwAr, beginning w 

7 liy S al ? lho i}x ' t(l or small ro 

ihmtogisiersoi the voice aro indicated m 

f thick' register being: shown bv 
capital letters, the - ihin’' by ordinary 

■ ■ ■ St. Co, (X&w.J , , 


w “ smaU ” kv ooimnon letters. * 

al Tones Altlimigdi the lower rc'-I'i.-r-' 
'O orcec^ upward, beyond l3io limits mom 
vithout injury to the voice, tlio hiirhor 
can m all __ cases bo used some? wav below 
per hunt. Woniuch is this the case with 
register, that the three tunes 1\ R 
1 optional tones, and the pupil is advi*d. 
1-1 in G1,< ^ : ' r oeiialbe trie qurcKl v' 

yoi these ih^o tom., «u.l in v.,oMv^ 
ato'changeaply. In.wtemV.yslcxs ft h 
: Tggi|tor:gg the hot '' 

oc u u cult i rated, end in mend voices it is 
f S ls ^' r at ^ I * * * * * 7 * * 10 t : °P which is con ionly I ft 
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to be very much improved. But care must bo 
taken not to fatigue the voices. At first five boo- 
ings will do this, and there must be a rest before 
the exercise is used in. another hoy. The first 
and second keys vriH be quite fatiguing enough 
„1 1__l. The keys are so arranged that without the 
use of the tuning-fork the teacher can pass from 
Tor example, after exorcising in 
key B, he strikes ray, calls it dolt, strikes the chord 
and proceeds with the exercise again. A f ter thus 
using* what is called the key of 0 sharp, he strikes 
tc Vi calls it doh, strikes the chord and proceeds 
with the. exercise in key C. In the same way the 
ray of key 0 will give him key 13. This exorcise 
should be used for a very short time, at every future 
lesson of this step. If the class is a mixed one, women 
xld join in this exercise, which lies in the Iwo r 
compass of their voices, and is easy to them, They 
will encourage the men’s voices, and prepare them- 
selves for a blending of the thick and thin registers 
at the next step. 

Ex. 104. To strengthen the Lower Thin Regis- 
ter. To be sung in the highest part of men’s voices, 
and the lower part of women’s voices. 
keys B, eft 0, D. , 


Recognition of the Lower Thin Register. — 

It will be seen from tlio scale, p. 29, that women 
naturally use this register in the middle of their 
voices and have no difficulty in recognising it, -y 
that, among men, Basses have little need for it 
except for solo singing and for any part-music j at first, 
which demands an uncommon compass of voice, 
but that Tenors require a careful cultivation of this one to another 
register and of the xi optional tones.” It may also 
'be" noticed; that Contraltos require a special culti- 
vation of the first or thick register, but that is using 
deferred till the next step. In order to enable men 
to discover and recognise the thin register, the 
teacher causes them to take a loud tone for dolt | ray 
(say D) , which is decidedly within the thick register, 
and then guides them by his manual signs to sing 
the chord "slowly, thus, d m s. If he allows them | shot 
to sing tho soh softly, they will Instinctively produce 
it in the thin, register. Having once found that 
register, it will not be difficult for them to continue 
the same quality of tone in a downward phrase like 
the following, & f in r d. Having got back to the 
dok in the thin register they may then take breath 
and sing it again in the thick. Of course the pupils 
can take Aj" or G } for their key-tone. They will 
then have to follow tho manual, signs thus, & m s & 1 ; . . , .. 

—d* will be delivered softly in the thin register, \ • s l n * 1 
and the descending passage in the same register i 
would he d 1 t 1 si' m r d. It is better -that' all 
the men’s voices should go through this experiment. 

Strengthening of the Lower Thin Register.— Ex- 
ercise— regular exercise— strengthens the tones of si 
this register so as to make them blend easily into the 
tones of the stronger register. Like all other exer- , . , , . 

cries intended to strengthen the muscles, it must have placed, at 

something of force and violence in it, a marked shock 
of the glottis (see p. 1) , but must notbe over-strained. 

For strengthening the legs a run is better than a 
walk, but ow-exerfcion does more harm than good. 

Therefore the necessity. in the following exercise of 
using well the forceful staccato syllable Icon. It 
will he remembered that a new combi: 
delicate muscles of the larynx i 
conceivable sound - which, it pre 
these muscles and combinations 
: be exercised. Hence, the neco: 

..exercise in various keys, so as t» 
tones into play. Ex. 104 shouJi 
with the manual signs; sec 
five or more times, much more 
fully ; third, sol-faad again, 
second time the quality of the toi: 

St. Co. (Xcu\J 


■ Time. 

The Metronome (pronounced mclronortm') is an in- 
strument for regulating the rate of movement in a 
piece of music.’ It is a pendulum which can be 
\de to swing at various rates per minute. M. 80 
" ’ "’ll beginning of a tune in the Tonic 

Sol-fa notation mean s “ Let the p tilkes of this tune 
move at the rate of 60 in a . minute.” The stroke 
of the metronome is the moment when it passes 
the lowest point of its arc. In the case of very 
quick six-pulse measure^ the metronome rate is 
made to correspond not with pulses but with half 
measures— beating twice in the measure.” 

Sustaining the rate of Movement. — When a 
tune, as in psalmody, is intended to be sung to 
several verses, tlio singers mny vary the rate of 
movement according to the sense ot tho words, and 
in simple songs this rate of movement may he 
- accelerated or retarded to suit the 
K ci.iuxi .1 tv:. jui u . But even this power of varying, the 

rate of movement with any good effect depends upon 
a previously gained power; -the rate of 

movement uniformly. Exercises for the cultiva- 


tion of the 
s required for every 
>duees and that all 
of muscles hove to 
fity of using this 
bring intervening _ . 

i he'firsf sol-faad occasionally 
aid, sung to boo I sentiment, 
quickly and foree- 
On sol -faaing the 
dll be found 


v 
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fioi and testing of this power are frequently in- 
troduced, The teacher causes his pupils to taatai 
on one tone a simple measure, thus, traa taa 
tiaa taa, repeating it steadily, say six times 
with the metronome, so as to get into the swing, lie 
then stops the metronome and they continue holding 
the rhythm steadily for another six measures. 
Just fit the stroke of the first pulse in the next 
measure ho lets his metronome go, and then the 
class immediately see whether they have sustained 
the rate. Accomplished musicians say that this 
power of sustaining a uniform speed is one of the first 
and most important musical elements. The irregular 
and ever- varying speed of movement, without any 
apology, on tie ground of Expression, which many 
orgqnists and precentors indulge in, is very painful 
to practised cars. •; 

Remembering M, 60. — It is quite common among 
Tonic Soi-faists to be able by habit to form a concep- 
tion in their own minds of the rate of movement given 
in the title of a tune, without referring to a metro- 
nome.* This power is gained by first fixing in the 
mind the rate of M. CO as a standard of comparison. 
Then, twice that speed, hi. 120, or a speed half as 
fast again, M. 90, are easily conceived. Even some 
intermediate rates are recollected with considerable 
precision. To fix hi. 60 in the mind, the teacher 
frequently asks his pupils to begin taatai-iny at what 
they conceive to be that rate, and then tests them 
well with his metronome. The recollection of rate 
of movement is, like the recollection of pitch, af- 
fected by temperament of body and mood of mind. 
But these difficulties can be conquered, so that de- 
pression of either kind shall not make us sing too 
slowly. 

The silent half-pulse is indicated by the absence 
of any note between the dot which divides the 
pulse in two and the accent mark. It is named 
SAA on the accented and SAI on the unaccented part 
of the pulse. See Exs, 105, 1 06, 107. 

The three-quarter-pulse tone is indicated by a 
comma placed dose after a clot, leaving a quarter 
to fill up the pulse. It is named as below, taao f e , I 

Ex. 105. Slowly, — and quickly. 


i. Taatai 

\ ir;# 1 * 


TAATAI 


TAATAI TAA SAI 

KEY F. 

s.ns .lls.ii: 


TAATAI 


TAA Ml 
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TAA SAl 


TAATAI 


BUY 


Ex. 107. Slowly, —and quickly. 


TAA0& 


TAATAI 


TAAefe 


TAATAI 


TAA 


1CEY F. 

s .pijtl: s >A ls,f .m,r ; tn 


Til A A 


TAA 


THAI TAI TAATAI TAA 


TAATAI TAATAI TAA THAI 


TAA 


call bo almost exclusively given iu u»jauvu «uu 
sharp utterance. . . 1 

The division of words for Chanting: is commonly 
made simply by placing a single bar where the 
cadence begins and a double bar where the cadence 
ends. In addition to this there have been many 

contrivances for guiding the manner of the recita- 
tion so as to secure appropriate breathing places 
and to prevent confusion. Our r i onic Sol-fa teach - 
ings naturally suggest the division of the whole 
into pulses. Our simple rules are that the syllables 
which itaud to, ether —- whether joined by hyphens 
or otherwise- are to be sung in one pulse,*— that 
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this mark * before a syllable denote. 1 ! a silence on are regularly "prepared” and "resolved.” 
the first half of a pulse and a convenient breathing now have other dissonances of the same kind, 
place, "—that this mark . denotes a silent pulse, and Ex, 114, in addition to d against r in m 3 and 

this — the continuation of a sound. In Ex. 85 have s against 1 in m 4, and f against s in m 2, 

notice the rhythms to the short recitations taa Ex. 116," in addit 
taatai twice, SJATM TAX taa once, and S A AT AI 
taatai once, and the rhythms to the longer 
recitations SAAtai taatai taatai twice, taa 
taatai taa taa once, and sajtai taatai tax 
SA A tat once. Verify each of these rhythms and study 
the reasons for their differences of rhythmic form. 

Why will not one form do for all the "short recita- 
tions, and another for all the long ones? It is 
important to notice that the pulses of the cadence preparation n 

and of the recitation move at the same rate on the weak 

although it is customary and also natural to put preparation, 

more syllables into each pulse of the recitation than para tion, however 

info those of the cadence. 

T , ,, See and i 

In teaching Chanting the teacher causes his m 7 p 1— when 
pupils (a) to taatai a line by pattern, {b) to recite it n - 
hy pattern, clearly and distinctly,* and ■(<*) to sing it 
to the chant already learnt by heart. 

Ex. 110# Chant the words to Exs. So and 86. 

New Consonances.— Hitherto we have had for 
thirds and sixths and fifths and fourths (See p, 21) : j 


l 6 , 7 n l, we have the same dissonance with delayed 
resolution 1 4, m 1, and m against f with the less 
common interrupted resolution, — the consonance 1 
u interrupting ” the resolution of m 1 upon r ; , and 
f against s in 11, m 2. 

f against s. — Although this dissonance is used 
on the strong pulse, and with the same land of 
as above, it is far more commonly used 
; pulse and often without any sort of 
Its favourite form of melodic pro- 
is when the f comes down step- 
wise from s and goes on as it always must to m. 

i to Ex. 07, l 2. -m 2, p \ : % Ex. 1 11, 
’0 f is unprepared and has an inter- ' 

Liptcd resolution, — and Ex. 118, mo, p 2. This 
dissonance f against s is the -model of unprepared 
discords. 

Relative Motion of Farts. — Two parts may move, 
upward and downward at the same time. This is 
called simitar motion and is generally sweet and plea - 
sant as in Ex. 97, m 5, and in Ex. 99. when the first 
two measures are sung* with the second two. Two 
parts may move upward and downward in opposite 
directions. This is called contrary motion, and is 
exceedingly gratifying to the ear. See and lisl on 
to Ex. 97, pulses 3 to 6 and 9 to 12, and Ex. 99, 
when the third and fourth measures are sung with 
the fifth and sixth. In the last case, indeed, the 
parts cross one another. Thfr crosfimg a i parts 
vis common, in Hounds, but not in other composi- 
tions. Anything which tends to confuse one part 
with another is objected to in modern music. 
Oblique motion is that in which a part “ str-nds ” — 
that U, continues the same sound, while th« other 
part moves downwards or upwards. See Ex. 117, 
m 6, 7, and Ex. 97, beginning of line 2. Very 
much of the relative motion of parts cannot be 
described by these simple terms. The ear could 
not be satisfied with one sort of relative motion 
only. It requires variety ; but that which satisfies 
longest is the similar motion. 

Imitation.— The music-student cannot fail to 
notice that every kind of imitation is agreeable to 
the ear. It is a great help to the singer to not To 
such cases. Imitations in the waving of the 


How, there are added 

1 di f , di l pi 

fir f n 1 

The harmony student will find and mark cases of 
each new consonance, and listen to them while the 
music is sung. 

The Partial Dissonance.— The very peculiar 
interval of the scale f to t with its inversion f to t. 
is not a discord according to the description at p. 21 . 
But its effect on the ear forbids it to be called a 
concord. The ear requires rest and sweetness after 
it, and therefore expects f to go to m and t, to d. 
We call it the partial dissonance. See and hear 
Ex» 116 , 1 4, m 1, p 4. — Mote, — l stands for line or 
score, m for measure, and p for pulse, —Ex. 119, l 1, 

m if Pi. But the effect of the partial dissonance 

is specially illustrated in the cadences of Ex. 99. 

Hew dissonances.— We have hitherto studied (see 
p. 21) dissonance, d against r. It is the model of 
those dissonances which occur on the strong pulse and 

8i.Co, ] mwJ 
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melody— or melodic figure — such as that simple one laa Voluntaries.— When once the use of the Bol- 
in Ex. 70, ^ 2,^ where the air of the second measure hi syllables is fixed in the car and has obtained 

'inmates, in figure, that of the first, — or that in mnemonic power, it becomes very - important to 

3fx, 98, between the two parts at the opening* of prevent that otherwise useful power satisfying the 

line 2, -or those in Ex.ylOl, l, 2, are easily per-. pupil, The ; pvactiee of Im-ing vy&rf tune which 

eeived. The imitations in Ex. 1 1C are interesting. lies already been sol-faed is a step towards liberty, 

In the opening, the second part is imitated by the but laa-ing the Modulator voluntaries is a step 

first, for a measure and a halty star ting a fifth above. further still towards that ready perception of the 

In the second line the music of “grief of heart” mental effects of the tones, apart from associated 

is replied to, a fifth above, by that of “ killing care ; ’ ’ syllables , which is desired. This practice, there- 

then, the second part repeats “grief of heart” a fore, of laa-mg at first sight from the teacher’s 
small st ep higher and is again replied to by the pointing should be constantly used, 
air a fifth higher. Let the student carefully verify ~ 

observations like these; it will teach him to see The Pupil’s Pointing on the Modulator while he 

more in a piece of music than most others see. sol-faas must still be encouraged. Where it is 

When the imitation is in two or more parts simul- possible for the pupils to point in class— each using* 

taneously, as in Ex. 97, pulses 9, 10, with 11, 12, it a mounted “ Home Modulator,” and holding it up, 

is called a harmonic sequence , The study of while the teacher passes along the rows behind or 

rhythmic imitation is very interesting. See in stands on a chair or table so as to overlook all — that 
Ex. 113, 12, tafaTAi tafaTAi taa quickly replied to is tke ^st plan. It makes all work, 

!' y , l h C0 ^ ra l 17 See The “Standard Additional Exercim” appended 

I ..A liuii iiimLs. 116. I<md other examples. to this hook, introduce four-part pieces at this step. 

u Elementary Rhythms,” containing passages The “ Standard Mixed- Yoke fixem'ses” and the 

selected from popular songs, and published sopar- “ Standard Metis Yoke Exercises” introduce four-- 

ately, will now make good home practice and | part music in the course of this step. 


OH! GIVE THANKS. 
Ex. 111. key A. Round for four parts. 

d : r tn : d,,dir : tj id : s } in : £ is 

Oh! give I thanks to the! €rod of 1 hea - ven, I For his In 


PEACE, LOVELY PEACE. 


Ex. 112. key Efr, Round for four parts. 


rah, Ivor- rah for i neace and lib 
St, Co, fdfeivj 
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HE'AISB YE THE LOBE 


KEY A, 
• Si | Si 
the Lord 

: M i n, 


voice, 


.Praise 


re -■ joice, 


voice, 


his tom - pie f joy 

.Hi | fi .n : r, .Pi, fi 

his migh - ty nets 
to praise f the name 


.Si |d 

the fir 

.ty in, 

pet, liarp, 
your sweet 


praise, 


Tram 

Bring 


Sound 

Swell 


■puco, 


voice, 

f, |n, 





■■ 

: 


tmm 


Aim, 


men. 


men. 


men. 


men, 


Blithe 

Blest 


some and cum 
is thv dwel 


■ness, 


\ |2. Then, when the 
rep. Emblem, &c. 


in the I hea - ther blooms, | - Sweet will thv 


mg* comes 


2nd time. 


tin o’er moor-land and lea! 
in the j 


come and bed of lev- 
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m SWEET MXJSIO. 


men, 


HALLELUJAH, AMEH. 

Ex. 118, KEY A. 

1 .s : - .£ - .n : - .r - .t, d . : n r : £ n : s 

Hallo - bi - jah, A- men, A- men, Hal- le - lu - j all, A 

1 : tj 1, ; 3 ( ,s; 1 ( : Sj_*f n - s { : cl . t -.d:-.r 

Eal - lii - lu ■- ja!i,A~ t men, A - mcn.Hallolu - jah, Hal- - le - lu- 

Si, co. rxcwj 


Wammv 


men, 


men. 
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ART THOU POOR. 


Ex. 119. KEY A 

d.tild : - .t 


sweet , con H teat ! 


!ti poor 


: pi .,£ r : - .d j ti .,r : d M n r 

Art thou rich yet is thy mind per -pie 

: d .,r t{ : - .1| ] s { .,t t : 1 ( ,,d ‘ ti 


Dost thou laugh to see how fool* are vox 

: nj.Si if : - .ti id .,r : n .,d Si 


To add to gold - eu 

,t !; : cl *,!( tj ; r 


mmi 


WHERE BO THE E AIRIES DWELL 


Ex. 120. KEY C. 
s : d l .r 1 . /.[n 1 .r ! 
Tell roe where the fair-ies 


t where fair-ies 


I r 1 : v r».*.n».r» Id* 

dwell ? where fair-ies dwell. 

Jf. : sqf.pt f ;s ,f In 

Toll me 


In some eay 


In some cavern darl 


s .s : s [- .£ fn.d 1 t : .tin 1 

In some qui - et mossy cell ?.. Oh no ! 

;rt *n ; n .n |n ,r : d ,ri $ : — j— - 

In. some quiet mos - sy cell? 


r\r } : r' l-,d ! : t .1 s : 

In the depths of shady woods ? 

f .f : f .£ j f .pi ; r ,f n 
in the depths of sha - dy woods? 
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Kot there, 
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• s |n* .r , ,d , :-r l .t (V 

not there do the fair-ies dwell 
is i>u f ,r i--i 


\ 


giif' 






V; :'.l ■ 


1- 


ln\vKu l : 

tell me, 

I i f,PI ,r 


['where, : where, 

S' 'if:: ■ 


/ ! 1 .t4 ! : s 
< fia- grant -flow’rs, 
l\f\f :n 


i s ,f |n .f> ; r 

’Neath the drooping H - ly’s bell, 

i’ .n,f : n ,r |d ,<1 : t. 


i - mongthc( 

•_£ : pi .s i 


3 "JH' 1 £ *t ,d J : s ,s i 

In flw pur -pie vio-ifafs t>ed,’Xis ( 

n .* ,f : n ,s jf ,f ; ,, 


r 1 .dvt:i'i' .r 1 Id 1 
there the iair-ios dwoll. 
f .f : s .f I n 


s •n l ,r l : d 1 .t |1 s 

La lain la fa la fa la la. 

n .s,f : pi . If .f :n 


jf .s,l : s ,f 

| La la la la la 

' r .n,f : n . 


I pi .i,s : r 

la la la la. 

Id .d : t| 


I s .t II s ,s r < .datin' .r' |d' 

I La la la la ] a la la la 1a ’Ik there the fair-ies dwell 

1 PI * s >f : PI • If .f : n ,n If .f :s .fin: 




Modulator Voluntaries have now increased in 
mndity and difficulty, though they are still confined 
to one scale, lo make sure of avoiding mannerisms 
and to secure variety, the best teachers find it 
necessary to study and prepare their voluntaries 
when they come to this step. The « Hints for 
Voluntaries are only intended to suggest such as 
are suitable for each step. The teacher who wishes 
his pupils to fallow his pointing rapidly can teach 
8 °* ^ nev€r Ms pointer wait for 

ec,f^if :i lfw- S ?'V Alcwtw ?-l ;,art E “ Exercises, 

can now he w’isedy introduced, j 
hut only to qumk and observant classes. To others 
each ‘ part of the exercise will serve as a separate 

■ nof fillrn ^n‘ cn 1110 SK-at majority of the class do 
;' ; S j T w the ear exercises with pleasure, the 
|9M«|MWS back to earlier steps, -continually re- 

*~u» 


i'ylTi'.T' 1 J°? Unnil1 % '-re-ng (hem iu notice ih. 
f‘ J to1 L 1 1 u -<- oxen iso aft< •- the •' prolu l e " The 
I : : St. Co. fiSiwJ ' 

ilfTTiT — — — — — 


j necessity of 'written answers to tho car exercises 
i increases with the length of the exercises. 

; Tims Ear Exercises as at page 24, arc still con- 
tinued. 

Dictation. ■— -See pp. 1C, 24, but name the octaves 

as ut p. 20. Ihus, thu beginning of the hut Him 
above “ TPAAtefe m f s ” — i{ taa r "~~ i( Tit a iff 
c one-m ono-r.” AA ' 

Pointing from memory, writing, front memory 
as at pp. 12 and 24, J 

Elementary Certificate Slips being given to tho 
pupils, they are now ,— that U six weeks before the 
close oi the class, — constantly coming up for mdl 
viciuai examination in one requirement or the other 
first passing tho examination of the assistants, and 
theu that of the teacher himself. The examination is 
conducted sometimes before the whole class, some- 
times privately, _ according to tho convenience of 
teacher and pupils. All the requirements must be 
done within six weeks, else tho examination begins 
again, ‘ ' ~ f gv;. 










mvjh' r 


* ' * - 


WMIFJRITTEK on ORAL LXAttlXATIOl? 


DOCTRTN 


24 What variable, circumstance's ■ ; . • 42 Where does it occur in men’s 
ali'ect four power. of ■.recollecting' a tone , voices ’—in •woman’s l Between what 
in absolute pilch ! i tones in absolute' pitch is it always 

20 What pitch tone stands at about j found ’ 
the middle range of female and ehil> ! " 43 When does the u small reg its! or,” 
drea’s voices 4— of male voices'] . .i peculiar to women’s voieos, commence .i 1 

26 How do we judge whether an : i 41 ; What are the:: three .commonly 
uncultivated voice belongs to. the eon- ' used “optiomd tones ” between the 
tralto or bass class of voices, or to the ' y thick and thin registers ? 
soprano or tenor ? I 45 Describe or write tlie exercise by 

27. What is the easy compass of the . by; means of which men home to per- ' 
soprano voice 2— of the contralto ’ | cd\u thoir tlira registor. 

28 What is the easy compass of the | 48 \Vliy is foreetfd action of the 

tenor voice 2— of the bass' ? j larynx necessary to the strerigll^mng 

29 Among uncultivated voices, i of the thin register 4 What syllable 

which part of a man’s voice , is most puts the organs of Voice into the best 
commonly found to be neglected ?-~of a ; position for this kind of vigorous effort 1 
woman’s 1 ; o ! " 47 :. Whyls it neeeasary to employ tlie 

30 The octave marks of a tunc being 1 strengthening exercise in various keys ? 
taken from doh, how do we know which j 48 Describe the process of using the 
doh is. to be • without ' ait octave mark ? j strengthening exercise, Ex. 104. 

In key 0 how would the lah below the j 49 'VWiab is a inetronoine? 

: key-tone corresponding With- the pitch j 50 What is the meaning' of M, SO. 

E be marked T In key G how would j placed in the title, of a tune 1 
the me above the key-tone correspond- i 51 ^ How is the rate of very quick six- 
ing with the pitch E be. marked ! ! pulse measure' marked 1 

31 With .wihat octave marks are the 52. Why. is it necessary to have exor- 

bass and tenor parts written I cises for sustaining a uniform rate of 

82 In speaking of octave marks for movement 
the purposes of dictation, how do you 53 Deseribe the exercises for attuin- 
• distinguish the lower doh from the ing this power. 

■higher <7o/i !■— the lower Cb from the 54 "Wiry sliduld-.fherate indicated by 
higher (X M. GO be fixed in the mind? 

33 If we want fresh breath on a 55 Describe the exercise for teaching ' 
stroiig. pulse, where do we take away this. 

the time of the Iweathing ? - ^.nd if on 56 What is the name for a silence 
a weak pulse? on the tot. half of a pulse?— for the 

£1 Write down all the rules for second half ? 
breathing places which you cahrernem- f 57 Howls;a'fhree«qifhi^:er-puise..tone 
her. indicated in the Bol-fa notation l 

35 What is meant by u Expression V 58 ‘ How is the pulse divided into 
in, music ?— and what ore the elements j three-qu artors-a 1 1 d -u.-q i 1 a rfcer indicated 

. of tone ehiefiy employed in it ? | in the time-names ? • What are its two 

36 In using the type-nmihs for { larger relatives 2 ■ 

expression of words what , has to be ; 59 How isltlre puke divided info t wo 
iir st settled, in -the- mind before those quaiters-and-a-half indicated in tire 
.marks obtain; their Hue mcfmmg? i Tonic hol-fa. notation and in the time- 1 

37 What, then, is the meaning of j names' 'j What are its larger relatives ? 

common type ‘'.--Italic type shawl fio How is the pulnc divided into a 
capitals? . I hatf~andrtwb*f^^ da Ihh 

.33 What yk the 'writing mark for i •■.‘‘jfonie '• . Sol-fa. notation and the time 
Italics 7— for small capitals ?, names ? What are 'its. larger relatives ? , 

39 How are (Si^eending passages Jind 01 What is syiu’opntion t How does 

continuous .or repeated tones naturally it affect the next following strong 
treated for expression ? ptike. ; ?> 

40 What other means ate there, .02 Ytfhafc is there iu *«'«« like synco- 

besides taking breath, of separating pation in Time ! In what style should 

and distinguishing musicfd phrases one syucoxjation be sung ? 

from the other while one sings ? 03 What is chanting ? 

41 What is the M great break of 04 Describe an Anglican single 

i register ” in the voice 2 chant - a double chant. 


2 What is the advantaghof a. know- 
ledge of chords to the singer !: 

3 .Describe the normal post. 'ion of a 
chord l 

4 What are the root— the third— and 
fifth of a chord ! 

5 What is the difference between 
the a position and the normal position 
of a chord 

0 What is the 5 position of a chord ? 
—the c position 7 

7 Which of these positions is the 
most acceptable to tin: cur ? and how 
arc the other positions used ? 

<8 What does the name “ Constitu- 
tion” of chords refer to f 

9 How do we figure the omission .oi 
[ the third ;—oi Iho. lifth ?— of the root ? 

10 How do we figure the doubling of 
tile third !— and fifth ?— and trebling of 
the root 7 

11 ^ Which of the three tones of a 
chord is most easily omitted without 
notice ? 

12 What quality of a chord is lost by 
■ omitting the third .'—the root ? 

13 Which lone of u chord can be 
easily doubled because .' it is the least 
noticed ?— and which because it is the 
most characteristic and important ? 

14 In the resolution of S into D 
Where does te go l~~sohl-~ro g 7 

15 Why is 8 called the Dominant ? 

■ 1G Describe the chord hS 

: 17 "What do you yourselves' feel to 
be the mental eilWw of low lah ?— of 


the dfeet of high fait 


speed of move- 
eifect of doh, 
fah, tah, te l 

that occur to. 


. 20 Which are the strong tones of the 
scale, and which the leaning tones ? 
Wlub'h have the strongest leaning 
teiKleney ? 

•21 : WTnt arc the fucoossivo tones of 
tin 1 .-c.de descending . in pitch 7— What 
are fch ey ascending ) 

, ‘22 : How many vibrations in a second 
ph'e the .standard pitch tone, middle 
: C In what part ui men’s voices is 
this C ? Where' is it in women’s voices ? 

23 Describe the manner in which 
tunes are pitched from the standard 
scale. 





TBIED STEP, 


05 YOiat is the most important rule 
in chanting 1 ? 

<50 Why should a student of chant- 1 
in# beam by ehantinu hymns ? 

67 By what marks are the words 
divided for chanting*, so as to separate 
the words of the recifcing-tone from 
timse of the cadence 1 How is taa 
or any division of taa indicated in 
the printing* of the words? How is 
id U indicated ? .ShUTAT ? 

68 What relation is there between 
the rate at which the pulses of the 
cadence move and those of the recita- 
tion? 


j 69 What is the process of teaching* 

| eli up in-, 1 * ruhnfi ms 1 

70 What are the new Consonances 
! introduced at tins step, distinguishing* 
j the thirds from, the fifths '? 
i 71 What is ' the partial-dissonance, 
and its effect upon the mind ? 
f 72 What, new* prepared dissonance 
1 have we in this step ? ’ 

73 “What dissonance is considered 
the model oi unprepared discords ? On 
what kind of pulse does it most com- j 
monly occur, and what is its favourite 
melodic preparation 1 | 


] 7-1 Describe what is meant by f] le 

similar motion of two parts in rohiion 
to each other,— by contrary 
by oblique motion. 

73 ’Which kind of re! itivo morion ^ 
the least wearying* to the ear l \\q n ',*h 
is the most exciting ? 

™ ,} Y i iat is meant by imitations of 
melodic figure ! 

77 is meant by imitation of 

I rhythmic form ? 

7S What is meant by harmonic 
sequence. 


PRACTICE, 


70 Hold a steady tone with one and a Contralto, -by Soprano, Tenor, 
breath for a quarter of a minute. and Bass,— by Soprano, Contralto, and 

SO Smg, softly and pleasantly, to Tenor, 
the Italian Laa, Ex. 82 in keys B and _ 94- Mark breathing places, consider- 
v-*, „ . , , ing the phrasing only, to Exs. ICO, 101, 

8t hame, pulse by pulse, the chords 98. and 115. b ** 
with positions and constitutions in Exs. 95 Mark breathing places for em- 

oo a 8 ? * - * , phasis in Exs. 115 and : 120. 

82 Sol-i aa from memory any example 96 Mark breathing places to corres- ‘ 

5,’fhEwV tie mmtaJ effect I pond With the sense of the words in Ex. ! 

of Ingh jahy — low fab,— low M,— high j U6. • 

Jj® Giye fro . m memory an example ' I ' 

0f mOVe - ! ‘ 115 

84 Eepeat the names of the scale I 98 Sing to words any one of the motion- 
tones upward, — downward, — repeat \ exercises from 97 to 103 as required" 1U! >s 
the strong tones upward and down- page 25, question 46. 1 

el “ nU3Bt0neSUE ™ 1 i Ditto with exercises 1X0 In 120. 

totf fb?hff f° h r p « f a tnnin «- ' traehS Rives you. he *“*' 

f thc/ “ Ai I S3S? ( 

J ~ a ; s fKsffis.^r j®*s i S"Sf.s 

iSsssssi-s *, j “few 

»m»SWR »rAs'S.wrt-?s ! ^ 

99 For which of the four common IKPit ^ Ulerateo£ M.120,~atthe &s directed, j 

>?«» in kfv 5?® QctaTC mar,!8 ' «• W.-the rat* of M 00 ? M Taata; 

W ^ key 3 r. , ! pulse measm* 

<^vn 5 ‘three 0 s ’ — “G * 07 Taatai from memory any one of ; which the ex 
; 1 T ra & —"ray two”— the Exs, 105 to 107 chosen by the ex- j see page 25, q 
umn^-ked 0 mmuor, the 1st measure being named. I * L ® , 

letters by which vou 108 Taafai the upper paifc <,f any ! i v *% 

ftff, locate in the title of a tunc ihe %**> US, 115, or 120, che.wn I 

hat it, is to lie sung by two Sopranos the examiner. ; . this step, vlr 


109 . Taatai in tune the upper part of 
any one of the Exs. Ill, 112, lid, 116, 
117, US, or 119 chosen by the examiner. 

110 Eecitc m correct time any two 
of the recitations in the words to Ex 
86 chosen by the examiner. 

111 Show examples of the new con- 
sonances introduced at this step. 

1*2 Ditto of the semi-dissonance. 

■: 113 Ditto of the new prepared dis- 
sonances. 

114 Ditto of fah against soh unpre- 
pared. * 

Shew an example of similar 
motion between parts, — of contrary 
j — of oblique motion, 

. JJ 6 Shew an example of rhythmic 
mutation,— of melodic imitation, — of 
harmonic sequence, 

. H7 Pollow the examiner’s pointing 
in a new i -Unitary containing all the 






Ex. 121 — -2. 45 

: ; ; . FOUBTH STEP. 

To perform Exercises for Strengthening the Chest , securing Purity of Tone, anil perfect Mending of 
“Parts.” To 7, mow In/ ear the Chords of the Subdominant, Dominant-Seventh , Super ionic, Lending -tone, 
Suhncdiant, and, Mediant in the Major Mode. To observe Cadences. To remember the structure of the Scale 
in its conjunct intervals. To perceive Transition to the First Sharp and the First Flat Fens, its mechanism 
and Us mental effect. To perceive Chromatic Resolution, To distinguish Cadence , Passing, and Extended Tran- 
sition. To Pitch Tunes. To learn correct Recitation , with special regard to the consonants, To learn the art 


points of Musical Form. 

Ex. 121. Ciiisst and Klang. 


These exercises | staccato a koo,” at M. 50. Fourth time, the same 


are now united. The lower part is to ho sung as in key Dt 
a chest exercise, always to the word “skaa-laa,” laa-ing a: 
and on one breath. When taken at the rate of as a rest 1 
M. 50 the pupil will have to economise his breath E, the up] 
for 20 seconds. Those who sing the upper part is used h 
may take breath at the places marked. They in the hii 
must deliver the first measure very softly (pp), not to ca 
the second measure softly (p), the third measure indicated, 
with a medium force of voice { rnj , and the fourth creasing i 
measure with full force of voice (fj. As soon as of men t 
the exercise is thus sung, the singers must change ing the 
parts for the sake of rest and variety, and this remarkat 
is reckoned one performance of the exercise. the small 
Let the exercise be performed thus: first time man’s vo 
in key 0, the upper voices slurring ” each measure women d 
to the forward Italian “laa,” at the rate of M. 60. the G-'. 
Second time , the same in key D. The teacher will to avoid 
pass from key to key as directed, p. 33. Third j register! 
time, in key.. 03, the upper voices singing to the i 

7 U 2 YS O. -D. CiL Dl D, E. Chest and Klang Exercise. 


in key Li?. Fifth time, in key D, the upper voices 
laa-ing as above, at hi. 50. ‘ Laa-iug is used here 
as a rest before the last effort. Sixth time, in key 
E, the upper voices sol- faaing, at M. 70. Sol- farting 
is used here to make sure of correctness of tune 
in the highest tones. Tho teacher will be careful 
not to carry the voices any higher than is here 
indicated, for, especially in an" exercise with in- 
creasing force, he may cause the first or thick, register 
of men to be strained, and unfit them for chang- 
ing the register on the optional tones. It is 
remarkable that the woman’s voice changes into 
the small register just where, an octave flower, the 
man’s voice changes into the thin register. But 
women do not commonly use optional tones below 
the G- 1 . Their voices , however, req uire eq ual care 
to avoid straining. Basses may use this thin 
register for d f in 'keys -D+J, I), and E. 


keys C, -D, 0$, D$, D, 
pp At P 

id ,n :s .n |d .n :s .nl f , 


f ra 

lid 1 I If .1 :d : .lis 


M. 70, 60, and 50. 

/ 

bis .t :r‘.t j d 1 


ruNixG Exercise. To be used with the parts cannot be. changed. Exs. 123 to 126 are 
3 SSOS as described at p. 14, except that to behmployed in the same way, without words. 


Ex. 122. Tuning Exercise. To be used witn 
the same processes as described at p. 14, except that j 
key B. Tuning Exorcise for three equal voices 

Y I'd 1 1 : t Id' : - j : I : 

Jim * r In : — i *. I 1 i 


111 e Chord Bali. —The tones f, 1, and cl sung together 
form the chord of Fah. This chord considered 
separately and in itself is exactly the same as the 
chords I) and S* But when placed in i elation 


with those chords, — that is, when starting from the 
fifth below the first or leading' chord I), just as the 
chord S starts from tho fifth above ,— it obtains a 
distinct mental effect. See p. 20. In Ex. 123 there 


St. Co. (New)- 






FOURTH STEP, 




are two cases of la its ft position. Lot the exercise 
be softly load, F being dwelt upon longer than its 
proper time, find let 'the pupils decide its mental 
oil Vet. If D is called the Hunting chord and S the 
J iv'hrf chord, F may perhaps be called the Serious 
chonl When D is culled the Tonic and S the 
Dominant, F is called the SuMominant. It is 
much used before these chords in the Tonic close or 
cadence. Sec Ex. 123. It is also much used in ils 
b position. ScoExs. 124, 12 5, and 126. 

Tho Chord Seven-Sob. — When f intrudes as a 
dissonance into the chord of 8ok> the chord thus 
modified is called Seven-Soli, and written 7 S. The 
figure 7 is used because the f commonly occurs at the 
interval of a seventh above the s ; hut it may occur 
at the interval of a second beneath the s. There 
is often an additional octavo (making a fourteenth 
or a ninth.) between the dissonance f and its resist- 
ing lone s. When this is the caso the dissonant 
effect is very slight. The dissonant f follows, both 
in its preparation and resolution, the rules named 
in the paragraph “f against s,” page 36. Let the 
pupils softly hut again Ex. 123, lingering and 
listening on 7 $ and its resolution. 

Ambiguity of Chords.— ’Observe that there is, 
nothing in the structure and intervals of the first 
phrase of Ex. 123 to prevent the ear interpreting 
the chords as : S j S : 1) J S. , But according to 
the principle named at page 20, the ear naturally 
prefers to regard the first chord which rules it as a 
principal^chord, and has, therefore, no difficulty in 
interpreting the first phrase as : I) | D : F ] D. 
Except for this pre-occupation of the ear by the 
first chord which is emphatically struck, D, S, and 
E are ambiguous. But there is no ambiguity in 
7 3. . It cannot bo mistaken for any other chord." It 
decides the key with an absolute certainty which S 
does not possess. 

Major, Minor, and Diminished Chords. — The 
chords hitherto described have a major or larger 
third at the bottom. Chords of .this kind are by 
far the most acceptable to the ear. Their tones 

r. bare a perfect agreement in every respect — a full 
sonorousness. But for contrast and for variety of 
mental effect, chords which have a lesser or minor 
third at the bottom are necessary. The minor 
chords of the scale arc It, L, and M", , Lot the pupil 
point them out upon the modulator. They are glad 
of doubled thirds, even i a the b position, p. 27. Far 
IchS sonprous than even the minor chords is the 
ohoi?d Te, for it lias an imperfect or diminished fifth. 

ill! : 


The Grave Bay. — When the tone r is required to 
tune with t (as m tunes with s, and 1 with d ! ), 
and when it is required to tn.no wi th ^ 1 (as d tunes 
with s, and f with d') ? tli i ear of singers, ami of 
quartet players on strin* 1 instruments, naturally 
seeks to produce the r a I-' tie low,, r than v/U m H ij 
required to tune with c a 1 1 fc. Yvfoen we winfo to 
distinguish this lower or “grave ” form of r from 
its commoner form we ea)’ f it Rato — to make it; cor- 
respond, in its vowel sound, with .Fall and. Zulu 
The interval between ra h a nd ray i 3 called a konu rut. 

' General Thompson, who first drew attention to this 
point in his Just Inter, Iron,” says that in the 
chord 7 S the acute form of ray is used because it 
is more important that it should agree with iho root 
and third of a chord than with the dissonant 
seventh. II is ‘•Enharmonic Organ” prows this. 

The Chord Bay, r, f, L (more properly called 
Rah) is the moat used of tl e minor chords. * It fre- 
quently occurs in its a po? ? ion when the bass moves 

; thus— | : r : s, [ d j| . But is most commonly found . 
in Ls b position. Bee Ex 124. Lot the pupils la a 
this exercise, dwelling on Jih, and listen lug to it. 
When F is called the Serious ” chord, R, from its 
similarity of effect, especially in its b position, is 
called the semi serious chord. 

The Chord Te, t , r, f.— The root and fifth of this 
chord form the u .Partiabdissonaneo ” described at 
page 36, and follow the rule of i( Resolution M there 
described. This chord is much used as a “ Substitu- 
tional. Chord ” for 7 S. In many places in which there 
is not room for 7 S, or where" 7 S docs not allow so 
pleasant a melodic How u the parts, this much 
weaker chord is substituted. It is chiefly used in Us b 
position, which is less harsh than t he <t j losition. list t >n 
well to Th in Ex. 1 25. See Ta in Ex. 126. T, in its 
relation to S andhS, is called the weak moving chord. 

The Chord Lah, 1„ d, m, has its chief use in the 
minor mode, which will be described in the next step. 
Apart from this , it is used almost exclusively in its 
a position, Lb being seldom seen, and Le never. 

La is used, interchangeably with Fh. when the tone 
1 is wanted in the bass, arid when a minor chord is 
required to set off the clearer sonorousness of the 
major# Let Ex. 126 be land and the L dwelt upon. 
Notice that 8 can res Ivc into 1 a ns cun also 7 B md 
I\ for special effect, L, from its proper mental 
effect, is called the sorrowful chord. 

i,*ie Chord M, in, s, t, though in itself os good us 
any other minor chord, for some reason not yet suf- 
ficiently ‘explained is rarely iifod in Modern Muske 


. V 

Wm 








Ex. 123-6. 


FOURTH STEP. 


Perhaps the mental effect: of its fifth, contradicts 
„ too strongly the mental effects of its root and third, 
Tlio tone, f in 7 S also c* ..h'udicts the mental effect 
of the rest of the chord, but it is a godded disson- 
cnee, and is easily rea.ivecl downwards. M is 
called the umu r,d,tj cho hi. 

:h- ; ■ ■ ■ S hOvC/hord:; ;^E ; has, in it, the dissonance dagaihs t ; : 
r v HU which wo are already familiar in the loss-used 
chord hS. See pp. SI, 27. The dissonating d is 
prepared and resolved in the same way, in this 
chord also. 7 1U is much used in closes, as a “ sub- 
stitutional chord ” lor Id Listen to it in Ex, 126. 

For fuller explanations of the habits of these 
chords, reference should bo made to “ The Common - 
places of Music” and ‘tHow to obseiwe Harmony.’’ 
We can only attempt hen- to awaken such an inter- 
est in the subject, as will mad the singer to further 
study. A thorough knowledge of the nature and : 
meaning of the music he' sings, both heightens the h 
pleasure of the singer, and gives him confidence in 
striking his tones. This is what 

we are most anxious to promoted 

The Mental Effects of Chords are much governed 
by the natural effect of that tone which is heard, hr 
the bass, especially if it is doubled. But the chief 
source of mental effect in a chord is its root. It 
follows therefor® that the clearest mental effect of 
a chord is that which it gives in its a position. 
It then best developed the proper mental effect of 
its root. This should be shown by experiment. 

Ex. 128. key Gh Tuning Exercise, as above. 

/ s n.: 1 s : - s Inti r : f n : - 

| n d : f n : - t| d : d t : r d : - 

( d : f| 1 d : - si I d : f| s, : s t d : - 

. ’Be hold-how good-and now j pleasant it 
is — || ’For brethren- to dwell ’to | gether in 
u ni ty — 

As the | dew of Hermon ■ — |j And-as-tho 
dew-that-de scendod-up on ’the | moun — tains 
of Zion — 

. ’For there -the Lord ’com | xnanded the 
blessing — || Ev en | life for ev er more — 

. ’The grace -of-our Lord — j Je sus 

Christ — || Be — | with you all A men — 


Ex. 124* ..KEY' A » . ; 'Tue 

/C\ /?s 

( n f : r jtj : - | d 1 ( 

U li : li s, : - ■! si li 

\ Cl f| I f| j si : - |1 Hi I f 

’The Lord — | hhm 

j keep — — — thee — 

. ; . ’The Lord make -his. 


■ Exercise, as abort 


on-ikee — j| And be | gra ci 
. ’The Lord-lift up -his 
| on — thee — |j and — | give 


| shine up 


ra cions un to thee 


count o nance- up 
■ thco — peace — 


Ex. 125. key A. Tuning Exercise, as above, 

r: \ fts 

In n :f Is : — II s f .n.rln :r |d»- 

| cl d : d t| : - Id t, :d d : t, [d V- 

f cl d : 1| | $i : -||n, r, :dj |s, : s ( |d : - 

Ho every one- that thirsteth ’conic j ye to -the 
waters — || . And he- that hath- no ■ jmonoy b . 

| come ye buy and . eat — || • Yea come 
buy | wine and milk — j| without — [money 
uucLwitk out — price — * 

. . Wherefore do-ye spend money ’for 
thafc-whieh | is not bread — jj , and -your 
. labour for | that which satis ficth not — || 

. . Hearken diligently unto me ’and eat-ye: 
j that- which is good - — - J| ’and let-your soul 
’do | light it self in fatness 

. ’In dine -your ear ’and j come unto me — 1| 
Hear — | and your soul shall live — jj 
Scok-ye-fche Lord* . -while -He | may^ be found 
— j| Call yc-upjon Him while He-isnear 


Ex. 126. 

In I s : f 


key A. Tuning Exercise, as before. 


ijs n : r d K~ ; ] d r : d cl : t, & 

(id d :s, I ti : d f, : si d. : H; 

Now unto | him- that is able — jj , ’to 
do -exceeding- A bund ax t ly ’a hove | all-that w« 
ask or think — 

. ’Ac cording to -the power ’that | worketh 
in us — j| , ’mho him -bo glory -in- the 

r church » | by Christ Je — sus — 

TiinouGH — | out all AGES — J world-witb 
[ out I end — -A — men — 
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:* For dogmatic summary of the subject see “Mus, Theory,” Book ?. 
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wiuo, j.', xsu, o, XJ, ib in HH mOUgh the miXSie 

i.n coming to a close swung like a pendulum from" 
Sub -dominant to Dominant, passing through the 
point of rest— the Tonic— to which it i.inaJ.lv returns 
The c position of chords is in its own nature unson- 
’ orous and partially dissonant, tlie ear is not satisfied 
ot ^ er ^ hords shoukl use it except those on 
the Ionic, Dominant, and Sub-dominant, It com- 
monly has some apology in the melodic motion of 
the bass. It is either “passing,” or “continuing,” 
or " accented and moving stepwise. ” 

„ {*"““» of ! Sand Minor Chords.— (Compare 
.Differing from consonant major chords uS 
allows its third to be omitted , because by the helu 
of its seventh, there still remains a third in the 
chord. Minor chords also differ from major chords 
m allowing their third to be doubled in the b posi- 
tion, because as the minor chords are in themselves 
somewhat harsh and unsonorous, additional sweet- 


as conveys to the mind with more or less complete- 
ness, a feeling of rest. These resting-points in a 
time are called cadences. The teacher can sol-faa 
several melodies, and ask his pupils to hold up their 
hands, or make some other signal, when he comes to 
the natural points of rest. These cadences cut the 
tunc into larger portions which we call Sections. 
Ihcso Sections correspond with lines in poetry. 

hen harmony is added to melody, the cadences 
become more marked and decisive, and the chords 
move towards these points of rest in a very clear and 
marked manner. Properly speaking* a cadence in 
harmony consists of the two last chords, but other 
chords approaching such a cadence are very care- 
iuUy ; marshalled. The principal cadence is that of 
the Ionic. Listen to it in its various approaches 
m both cadences of Ex. 86, and 123, and in the so- 
eond cadence of Exs. 85, 121 , 125, and 126. Notice 
that the chords F, S, D, contain all the tones of the 
scale, so that when these three chords proceed to a 
cadence it is as though the whole scale were sum- 
moned to do homage to its Tonic. Among* these 
xomc cadences however is one in which the Dom- 
inant (o) is omitted, and there is nothing but the 
progression of the Sub-dominant (F) to the Tonic. 
This is called a plagal cadence. It produces a very 
solemn effect when the key is well established in the 
f r A rS° . . 1 7 3 * ^ ke cadence next in importance 
^ om P 18 on the Dominant. Listen to it 
S . lts ™now approaches in Exs. 85, 124, and 125. 
Th!S cadence is felt to be one of expectancy as well 
"®,? f o ,U st ; rlle 0K }y other cadence to be here 

b^b«» a I Stll i t 0nI n ;, ' ISt: ^\ ereft ' om thQ common 
c»n +L t cad ! nces ? ’"“oM te expected. This we 
call the Surprise cadence. Listen to it in Ex. 126. 

C Positions. — The e position (p. 26) of chords is 
chiefly used m Do, as the third-last chord of a 

\ 2i *' There « great 
. aoout the third position of D, that it 

ilLw Ve - Ty ® tr0I g 3 >b for while the chord 

EJiu l 1110 ? , "onttnant of the key is 

s? Wnga 

l " o* ■' - ; 'Oro, When the cadence 
' " t0 ’ ^ 1 U 'J * iSoc biller analysis of Scale 
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it. From f up to t wo hare the peculiar interval 
called a tritone. 

Thus t and f become the most marked character- 
istic tones of the scale. From their mental effects 
t may ho called the sharp tone of the scale, and f 
i he fiat tone of the scale. We shall presently see 
how the whole aspect of the scale changes whenever 
f is changed into a t or t into a 1 It may be worth 
notice that the interval from t, to f is slightly great- 
er than the true Tritone from, f to t. Both contain 
a maj or third, but one has, in addition, to a major third 
two little steps, and the other one greater step, — 
and two little steps are larger than one greater step. 

Perception of Transition. — Transition is the 
“ passing over” of the music from one key into 
another. Sometimes, in the course of a time, the 
music seems to have elected a new governing or key- 
tone; and the tones gather, for a time, around this 
new key-tone in the same relationship and order as 
around the first. For this purpose one or more new 
tones are commonly required, and the tones, which 
do not change their absolute pitch, change, never- 
theless, their “ mental effect” with the change of 
key -relationship. To those who have studied the 
mental effect of each tone, the study of “transition” 
becomes very interesting. At the call of some 
single new tone characteristically heard as it enters 
the music, the other sounds are seen to acknowledge 
their new ruler, and, suddenly assuming the new 
offices he requires, to minister in their places around 
him. 

The musical fact , thus dogmatically stated, may 
be set before the minds of pupils in some such 
such way as the following : — 

“ Listen to me while I sing to you a tune; I 
shall '* figure * the first line, and you will tell me 
what tone that is on which the figure 6 eight ’ falls. 
The tune begins on s. What is < eight ? ’ ” Teacher 
sings to figures as below : — 

KEY F. 

$ is :f in :r Id : 1 Is > 


l. 


I 2. 


3. 


i. 


o. 


6. 7. 8. ) 
“ Yes, the 4 eight * -was s. What is the mental 
effect of s r ” The grand or clear note. “ Can you 
toll by your ears, the difference between s and d ? 
Which, gives the fullest feeling of repose , — is the 
stronger resting tone ? ” d. X will sing the second 
line of the tune. Tell me the effect on your minds 
of the tone which now falls to the syllable ‘eight.’ ” 
Teacher sings as follows : — 

St. Co. {New}, 


cl ! . I I 1 

2 . 3 . 4 . 


: fe 


0 


. s. 


“Was that s — the grand, clear trnmpot-tono. or 
d the firm, final resting-tonc ? . . listen again, 
while I sing hath lines, and you compare the two 
* eights.’ ” Teacher sings. “ What was the differ- 
ence between them ? / . Yes. the first was s and 
the second sounded more like d. And yet, let mo 
tell you, the two sounds were exact! y the same in 
pitch. How came the second f eight ’ to produce 
so different an effect on our minds ? What made 
it so much a tone of rest and conclusiveness 
Let us take the Modulator, and you shall sol-fan the 
two lines you have hoard as I point to them. ’ * The 
teacher points while the pupils sing, hut gives the 
f of the original key whore the accidental occurs. 
Thus:— 

| : s | d r : t |! :s j$ :f |s 

“Was that as before?” No. “But try it thus 
again. . . Did the s sound like d then ? Was 
it any way different from the other s?” No. 

“ Then what do we want to make s sound like dr” 

A new 7 tone instead of f, “ Yery well. Then we 
will call the new sound fe, and sing it properly. 
They sol-faa it from the centre column of the Modu- 
lator. K You feel that you have passed over into 
a new key.” 

The same musical fact, in another transition, may 
be shewn thus : — 

“I will figure two lines. Tell me what is the 
mental effect of the first nine and of the second 
nine ? Each line begins on d. What is nine r ” 
The teacher figures without the modulator— 

key A. 

a I f : n : r | a : - : 1 1| : l t : S| I f, : - 

1. ' 2. 3. 4. U. I 6. 7. 8. 1 9. 

t : a if :n : r Id : - : : ta; : 1, : s, | f| : -n 

I 1. I 2. 3. 4. Is. ' 6. 7. S. I 9, 11 

The first nine had strongly the effect of f; the 
second had the repose of d. “ Yes, but they are 
both exactly the same tone in. absolute pitch! 
What has altered the mental effect of the second 
You introduced a new tone instead of tj. “ Yes, it 
was the new tone which changed the effect of f. 
Then let us call that new tone" tan (spelt ta) and 
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Kol-faa those two lines from the modulator.” They Here t is felt to, be the unnatural tone. 1 
sol-fua. “ You feel that we have, as before, passed want an “ over-leading- tone ” 'to 1, as £ is to 
i-frr into a now key, but into a different new key.” The ear naturally in (or J ’’ 

■ Bistingitishiiig tones, of tra 2 isitioE,~-WliQn tran- f s 1 as d . r in, and 

trim is made by means of a new tone instead of tones m f in. 

f, the mental effect of the now tone is felt to bo in “ fritone,” as a melodic 

contrast with that of the tone blotted out, TIig I long steps) is not lo 

desolate tone is changed for a piercing tone, and lower part of the scab 

the flat tone of tho old hoy is thrown out to make 
room for the sharp tone of the new. We therefore 
call fertile sharp distinguishing tone. When tran- 
sition is made by the introduction of another tone 
instead of t, it is felt that the sharp piercing tono 
of the old key has been exchanged for the flat 
desolate tone of the new key. ^Tmv is therefore 
fidlnd the flat distinguishing tone. The teacher | the first flat Jeep. 

will knowhow to make this evident to the ear of transitions of music cm; to one or the if Vr 

U^pupU . . two keys, and of them tho first shw/kov is t 

Melodic tendency to transition.— Let the pupils one chiefly used in “principal transition ,! 'o r t r ., 
il0m mo dulator sucla a passage sition from the principal key of the music. T 

relation of these two adjacent kevs should be vo 
clearly understood by the pupil, and he should 
* * ^ ! ,+ 1 ' - 1 *- 1 ■ - ' M to notice how the pitch tones change tin 

mental effect. This may be proximately describ 
by the table below. 

Piercing t becomes Calm m. 
Sorrowful I „ Housing r. . 

Grand s # „ . Strong" ^ rl. 

Desolate i is changed for Piercing t. 

Calm in becomes Sorrowful 1, 

housing r „ Grand s. 

Strong d „ Desolate t 

It the teacher has a black-board, it will bo wc 
for him to let his \ ' 

T key- tone, that ! side of the old 

perceive similar intervals accented 


ire ts the constantly repuried 
h-sireS to make the last thmo 
Indeed it may he noticed that tho 
h’c progression (with its thr.e 
\l by the ear, and that t ue 
much pi ei erred to th° 

upper. , 

Adjacent keys in transition.— Such transitions 
as have just been studied are called transitions of • 
e only one change is made in 
e< P When 3 becomes d tho 
nto the fled sharp by. When ' 
that a transition is made into 
Eighty por cent, of all tho 


and they will feel that the f sounds unnatural. It 
j s more natural to sing* a sound which is 44 under- 
load mg- tone to s, as t { is to d, a sound which we 
should call fe. Let them sing it again, using fo, 
and they will feel that the mental effect of f 1 S 
has become that of in r d. The reason is that our 
ears are so much accustomed to the two full 11 steps” 
m r and t d leading down to a key-tone, that 
wnenc.'v er they perceive similar intervals accented 
m a similar manner they prefer to interpret thorn 
as m r d. 

Iry the only other interval of two full steps in 
the scale, 1 s f, and yon will find the same habit of 
ear, the sumo tendency of mind to interpret this 
Hderwd as m r d. Deal with this example as with 


pupils construct the new key by 
l one in some such way jh this:— 
4 1 have drawn tho scale jus at side] 
and you will see that 1 have observed 
carefully the shot ter distancosbetweeu 
ni f and t db Lot us suppose that our 
P changed into d. 'To represent 
this I write d on the right of s. 
What change now takes place in tho 
mental effect of s? ” * .* « In that 
case what will I become,' and what 
will be the change of menial effect r ‘ ’ 
* ,, hut will t become, and how 

will it change its eiihetff’ t , v 
4< What of niff 3 * * ‘•What of 
r g * * “ What- of d?” * f 
“What becomes of f F is thorn a 
Step or a Little Step between d and 
the tone below it P” * * « What 
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is there between s and f ? ” * * « Then f is not 
near enough to the now & to form a proper £ leaning 
tone/ Wo therefore banish f from the new key, 
and use fo instead. This is the principal change 
of mental^ effect which occurs. Plow will you 
describe it r*” Again the teacher may say “Let us 
suppose that f has become a new cl. I will write 
d on the left hand of f. What shall I write on the 
Pot hand of m ? — r P—d F — sF — 1 p What becomes 
of t P ” “ Yes, the new flat tone is put in its 

.fte turning Transition. — As a rule all tunes go 
bacic again to their principal key, but the returning 
transition is not always taken in so marked a 
manner ns the principal transition, because the 
] nucipnl key lias already a hold on the mind, and 
iiin ear easily accepts the slightest hint of a return 
to it. Commonly also it is in the principal transi- 
tion that the composer wishes to produce his effect, 
-and in which .he .therefore makes hia chords 
decisive, and h’s distinguishing tones emphatic, 
ft is not always so, however, and in hymn-tunes 
the returning transition is often as beautiful and 
effective as the principal transition. Let it be 
carefully noticed that the return to the original 
key is the same tiling In its nature as going to 
the first fiat key, so that a study of the mutual 
relation of .these two keys is the groundwork 
of all • studies of transition. For convenience 
of memory it is well for the student to draw 
of a principal key with its first 
sharp and first flat keys, and to 
team by rote the relations of their 
notes. Thus let him say aloud “ d f, 

■ A s ; r s, r 1 ; m 1, m t ; f to t, f d ; s 
d, s.r ; 1 r, I’m ; t to f, t m. It may 
be interesting to mention that in 
passing to the first sharp key, the new 
t requires the old 1 to he" raised a 
komma to make it into a new r. If 
it were necessary, this form of the 
tone might he called Lay. 

Notation of Transition, — Tonic 
Sol-fa pupils always prefer that their 
notes should correspond wi th the 
mental effects of the tones they 
represent. We therefore adopt the 
plan of giving to some tone closely 
preceding the distinguishing tone, a double name. 
Wo call, it- by its name in the old key as well as by 
that which it assumes in the new, pronouncing the 


diag 


3 

d f 

f 


t 

pi 

£- 

~u 


m 

1 

r 

r 

s 

d 


fe- 

~t j 

d 

f 



ri 


V 

r 

s 

■f 

s l 

d 



old name slightly and the new name emphatically, 
thus M Jjfthf 8’ 12 ay, JD'Ftth, Ac. These we call 
bridge-tones, mid write them thus — wl sy df t 
Yk* c call this the better way ol indicating* transition, 
J 3 iit when the transition is very brief wo write the 
new t as fa, and the new f as th. The teacher will 
point on too modulator and teach by pattern such 
phrases- as 



Id 

i n 

Is 

t(V 

1 s a 

tl 

Id 

or 

Id 

: n ■ 

1 S 

: d 1 j a 

fe 

1 s 

and 

Id 

: n 

Is 

: dl s | f 

n 

Ir 

or 

Id 

: n 

Is 

: cl 1 

I ta : 

! I 

Is 


making* the pupils sol- fan in both ways. Occasiorr- 
ally the transition is taken as in Ex'" 129 and J 2;’ 
on a bridge-tone which is not common to the 
two keys. In those cases wo write tlio “ bettor ” 
notation of transition thus . 

I f ! f ot| |d or [ l i taf | n 

Signature of Transition.— The signature of the 
new key is p.laeed over every transition when 
written according to the better method. If It is a 
sharp key (/,<?. to the right on the modulator) the 
new tones are named on the right of the key name, 
thus, .A. t., or ( if two removes) A, tin. 

It it is a flat key {i,e, to the left on the modulator) 
the new tones are placed to the left, thus, 
f. B?., or d.f. 3)., and so on. Ev this the 
singer knows that he has anew for a" now t to 
expect. More distant removes would have their • 
two or three other * distinguishing notes similarly 
placed. 

Mental effects of Transition.— The most marked : 
effects of transition arise from the distinguishing 
tones which are used. Transition to the first sharp 
key naturally expresses excitement and elevation ; 
that to the first flat key. depression and seriousness. 

. Manual Signs. — It is not advisable to use manual 
signs in teaching transition, because they arc apt 
to distract attention from the modulator with its 
beautiful “trinity of keys.” The greatest effort 
should he made to fix the tlireo keys’" of the modu- 
lator in the mind’s eye, > But if, on occasion., it is 
wished to indicate transition by manual signs, the 
teacher may, to indicate transition to the right on 
the modulator, use his left hand (which will bo to 
: the pupils’ right) thus, : AYhcn. with the right hand 
he reaches a bridge-tone, let him place- his loft, hand • . 
close under it, making the sign proper to the new 


St. Co, (New.) * See other “ presentaiions .^Tertchfer’-a 1 Manual, ” 130'trisg>i 
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let him most startling and a few of the most beautiful 

He can effects of modern, music are thus obtained. See 

Signs more on “Chromatic Resolution of Chords'’ in 
t we* do “ How to Observe Harmony.” 

Such exorcises as the following should be caro 
a habit fully taught by pattern from the modulator. Let 

e to m, them be first sol- fa ad and afterwards laud, the* 

leant to voices lingering on the distinguishing tone. But 

hen the let the voices carefully mark tho resolution (or 

fication. “progression”) of that tone, because on the rose- 
a new f lutiou it depends whether the effect will be transi- 
j of the tional or chromatic. 


Ex. 129. key Ei?. Effect of fe chromatic. 


Ex. 132. key B. Effect of ta chromatic. W. L rt 

* 

<:n |r :d |t{ : taj 1 1| : t { Id : sj I Ij : ta { [ ti : d in : r I d [I 

j ■ I I I I I 1 I I II n Si rf, 

Cadence Transition. — Tho commonest form of see Ex. 141. We write cadence- transition in what 

transition to the first sharp key is that in which it may be called the “improper” maimer — that, is : 

gives life and beauty to a cadence. See Exs. 133, with fe or ta. 

and 134. When a transition does not begin before The Cadential Movement of the Bass.— j d ;r is, 
the second-last meusure*o£ a line, and does not con- or jr :r js, sounds like |f :s [dor js :s | d of the 

tinue beyond the cadence, wc. call it cadence -trail- first sharp key, and suggests transition to the 

sition. The first flat key is seldom used thus, but mind even without the fe. 

LORD, WHILE PGR ALL. 

Ex. 133. KEY A. Firmly „ V Jji\ Croft . 


[1. Lord, while for all man- kind we pray, In ov - ’ry clime and coast, 
1 : 1 d :t| d :ri| f, : Si . f , ni : cl t, : t| d .t, : 1, s, 
,2.0 , I guard our shores from cv - ’ry foe, With) peace cut- bur - den bless; 

St* COs * Or the third last accent. 
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TIVE LAND. 


crown, Gun | .fields -with fli 


3 Unite us in. the sacred love 

Of knowledge, truth, and Thee, 
And let our hills and valleys shout 
The songs of liberty/ 


4 Lord of the nations ! thus to Thee 
Our country we commend ; 

Be thou her refuge and her trust, 
Her everlasting friend ! 


Ex. 184. key A. Joyfully . 
n : r d : n s : : 

1. Praise to God ! 0 lot i 

& • tj lj : d t,.s, : : 


PRAISE TO GOP. 


s : f n 

lot us raise, 


German Chorale. 


^ : $ : r tj : lj s, : 

h rom our hearts a song of praise 

^ : Hi : s, : fej s, : 


— : — i i | » * * i i.m • c»i i ifj ; S{ ; 

** Praise to | him who ! made the I light, I Praise to him who gave us sight 


d ' tj 1 1 : d £ : n r ; 

Of that good- ness let us sin", 

hi i s, f { :1| tj.r : d .I, t t ° : 

Praise to him who form’ d the ear : 


3 Praise him for our happy hours ; 
Praise him for oiir varied powers ; 
Eor these thoughts that rise above, 
For these hearts ho made for love. 


Passing Transition.— The commonest form of the 
transition to the first flat key is that in which it 
makes a ■ passing harmonic ornament, not in a 
cadence, but in the middle of a line or near the 
beginning. See Ex. 142, 144. The first sharp 
key is seldom used thus, but see Ex. 170, 171. 
Vo write Passing transition in the i( improper n 
manner. 

Extended Transition is that which is carried 
beyond a . cadence, The first sharp key is much 
used in this way in hymn-tunes, often occupying' 
the second or the third lines, and sometimes the 
greater part of both. See Ex. 135, 130, i07, 140. 
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Whence our lives and bless - mgs spring. 

^ :r d : f, g| s-if; n, 

Will he not his chil - dren hear? 

4 Praise his mercy that did send 
Jmisfor^ our guide and friend : 

Praise him every heart and voice, 

Him who makes all worlds rejoice. 


The first key is seldom thus employed in tunes 
which are in popular use. It is rare To find such 
an example of it as Handel gives in Ex. 143. 

The Exercises.— All the early transitions, and all : 
the more difficult transitions which follow, should 
be well taught from the modulator. If this is not 
done transition will become a confusion instead of 
a beauty and a pleasure to the learner. 

Missed Transitions. — If one “part" is silent 
while another changes key hr-'ce ,— when it outers, 
hot f bridge tones are given, thus t?d. The singer 
. will tune himself by the other parts. 







O SAVIOUR, 00 BESIDE 


well- spring’s trom the I rocx. 

4 0 Father, go beside us, 

Till all our wand' rings end ; 
Let weal nor woe divide us 
From Thee, our faithful ; 


[ pas - tares green pro- I vide 

0 Master, stay ho side us, 

Our hearts with wisdom store ; 
Be strength and grace supplied us, 
To grow for evermore. 


Want shall nev - er 


1. Lo! my | Shop -herd’s hand di 


mni! 


;2. When I I faint with j sum - raer’sj heat, 

f. P. 


Through thc\ ver - dibit ! meet - dows \Jlow 

4 Though the, dreary rule I tread, 

My the dutch® of death o' onpnad, 
There I walk from terror free, 

Still protected, Loud, by tu.ee. 


To the | streams that\ still and [ slow, 

3 He my soul anew shall frame ; 

And his mercies to proclaim. 

When, thro’ devious paths I stray, 
Teach my steps the better war. 


COURAGE I 


Words by Tapper. 

Ex. 187, KEY B?. Boldly . 

| Si :-..Si|s, : Ij.tj d : 

Dun - gers do not dare 


8| : - k .S|| d .r n : 

Ter, - rors do not scare 


r : - A ] tj.il : r .n f 
G od, my g i ; Me, I’ll b oa r 









.. 




bkp0^\ 


f. B7. 

( f d :-.t.|r : cl- • U s 

| Trou - Lie’s dark-est hour, 

l A : - -s-ffi sni f| : 
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n : *- . r | f : n r 
Shall not make me cow 
d : - : S| f. 


J To the Spec- ire’s pow 

Ud : - ,t,[d : 1, In, 1 

2 Up, my heart, and brace thee, 
While tlie perils face thee, 

In thyself encase thee 
Manfully for ever. 

Foes may howl around mo, 

Fears may hunt and hound me,- 
Shall their yells confound me ? 
Never, never, never ! 


V never, never ! 

— Isj.s,:— Isi.n,: — 
i Constant, calm, unfearing, 
Boldly persevering, 

In good conscience steering 
Manfully for ever. 

"Winds and waves defying 
And on God relying, 

Shall he find me flying ? 
Never, never, never ! 


Ex. Io8. Let tills be practised until each syllabic (A - and inert) can he thkon with one breath. 
key 0. M. 80. at. Mahner. 
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O LITTLE CHILD, LIE STILL. 


Ex. 

189. 

KEY 

X). Softly . 

Words from the “ 
M. 96. 

Lamp of Love.” 

1 : n 

n : 

r 

: n s 

: f 

n ; 

: — : r r : 

1. 0 

lit 

- 

tie child, 

lie 

still- 

and sleep ! 

|2. 0 

lit 

- 

tie child, 

He 

si ill 

and rest , — 

l :d 

.d : 

Jj 

: d n 

: •— : r 

[d 

: — : ti t, : 

3. 0 

lit 

- 

tie child, 

when 

thou 

must 1 die. 

,:L Then 

with 


thy an 

~ - gel 

[ wings quick) grown, 


a. z . a 

cl d r : n 

Jo « sus is 
lie sweet -hf 

d : cl : d 

Fear no - thins: 
Shalt: thou as « 


JLHOTJ NEElffcT 

whom Jo 

: t) d : - 

But sav 
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NOT PE All ; — 
sus keeps,— 
id t ( 

A - men ! 
thy Friend,- 


:(s) s rl : t id 1 

No one need foa 
And in the me 


: God’s ■ 

I Je e.:. sus 


com- mnncl, 
the lit 


ana 

tie 






F0U11TH STEF, 


doth | \i 


day 

CHILD 


hand Till lie shall, 

side! And thou shalb 


own- 


Till morn 
lie Jirst 


come fly 
the throne. 


HEAVEN S 
CAUSE 


BRIGHT 

HE 


LAND, 
DIED : 


BLEST BE THE HOUR, 


Tune “ Dublin.* 
B. t. 


when friends 


no more, 


crown’d. 


come greet, 


■vives a - I gain * All | 

3 And wlrile remembrance, lingering still, 
Draws joy from sorrowing* hours, 

New prospects rise, new pleasures fill 
The soul’s capacious powers. 


v;as i lost is \ f oimf p 

4 Their Father fans their generous flame. 
And looks complacent down ; 

The smile that owns their filial claim 

Is THEIR IMMORTAL CROWN. 


Natorp, 


( | r 1 |d' 

1 I Ilal - lo 

f|_r ^n j fe 


FOTTRTH STEP. 


f 

Hal - lo 

s : 1 It 


(If |dt ‘I- ir ,1 |f ! 

Ex. 142. KEY Bb. M. 58. THROUGH THE DAY. 

/ s i • I f i • d v d ■ t; | d : d n : n |r.d:t| 

) [.Through the day thy love has spar’d us, Now wo W u8 

I I’ll : ri] |S| : 1, f, : s , |n ( : n, d :d it,.l,: s, 

{ 2.K1 - grims here on earth, and strang-ers, Dwell-ing ~ the 


li : li . I Si : 
down to rest; 

S| : fei |s, : 

midst of foes'; 


/ 1 S| :d |t, : d ir :d .t,|d 


Through the si - lent wateh-es guard us. Let no foe 

P, I : r, i I s ! : !| fi :S| |n. Ml) d :d |t|.i|i s. 

Us and ours pre - serve from dang - ers, In thine arms may 

d :ta ( |1, : 1, r :d 1 1 , : - d :r jn 

Je - sus, now our guar - dian he. Sweet it is 

d| :P, | Ifi :fi r, ; fe ( j s, n, ; f, | S| 

And, when life’s short day is past, Rest with the 


n jr.drt, j 1, : 1, 


d : r |n : f 

Sweet it is to 

"i :fi I s ( : 1| 

Kest with, thee in 


peace mo - lest : 
Sj : fei | si ; 

we re - pose, 

rc : r |d ; 

trust in thee. 
Si : s { |d : 

heav’n at last. 


Ex. 143. key F. 
d : n : f s ; 

1. Great is the Lord : 

d ; d : r n ; 

2. Great is the mer 


( »» r : n 
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j . y f j : Sj 

( child 


: r d 

"blest songs 
I Sf d| 

ren food : 


f. 

GREAT 

IB 

THE LORD. 
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1 
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~~ 


: d 

S| ■ ; — . 
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fi S; 

£i 

• n, 

- cy 

of 
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Lord ; 

He- 

gives 


his 


F.t. 
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s . 

f 
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ld 
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Let 
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sem 
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saints 

— 
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• s 4 : 

n . 

r 

: d 

d : t| 

:d 

m : 

f 

: n ,r 


And, 

ev 


er 

mind 

ful 

of 


his 


£* i£_ : n jjt, 

»ite Their bar 

d : tj : d ,n t f f ; — 

word, He makes 
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mo - ny 
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his pro 


of tongues. 

: si d ; — 
ffiiso good. 


dHRM 


gigi 


la 


rdRBSFw. 


m 


• O’EB. 


POXTRTIT STLP. 

THE BABE WAVE OP GALILEE.” 


Ex. 

144. 

KEY B!?. M 

. 72. 

Words by Russell. 
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:d 


Hi 
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•' t| 

d - 

; ' — „ 


1.0 Yt 

the 

dark 



; wave 


of 

Gal : - 

Ai 

lee : 



d ; ■ 

ri 

: rij 

f, 

— 

IHi 

- f i : - 

* S| ,f I 

H{ 
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fcTho 

wea 

- ry 

bird 


hath 

left 

the 

air, 
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i r 

h it/ 
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ti 

* , ___ 

n ! 

: r : 

J 

twi 

- 

light 

§’ a 

All 

thers 

fast, 


And 

on 

the 

fi : 


lf| 

i'6i : 

S| 


Si : - 

: — 

di : 

ri : 

Pll 

jo 


his 

shel • , - 

tor’d 

nest ; 


The 

wand 

-’ring 


s, 

The 

Hi 

And 


a . z. a 
: lj : ta/ 
gloc-ai of 
: f{ : sj 
"-.sunk'*'' in - 


tf : L 


wa 

fi 


beast 


Si 

tors 

Hj 

hatl 


li 

• f ! 

d : - ; — 

r : n : £ 

n i : d 

: r 

d : 

- : tf 

drear 

i - 

iy 

Be - seends the 

fit 

fai 

cv 

bring 

f ! 1 — 

:si.fi 

ii, : — : — 

fi : p»i : r ( 

di 1 nil 


n { ; 

— : r f " 

sought 

his , 

lair, 

And laid him 

down 

to 

wel 

- come 


blast, 
di : 


rest 


3 Still, near the lake, with weary tread, 

Lingers a form of human kind ; 

And, from his lone, nnsheltered head, 
Plows the chill night-damp on the wind, 

4 Why seeks not he a home of rest ? 

Why seeks not he the pillowed bed P 


Beasts have their dens, the bird its nest:- 
He hath not where to lay his head. 

o Such was the lot he freely chose, 

To bless, to save, the human race - 
And, through his poverty, there flows 
A rich, full stream of "heavenly grace, 


I LOVE MY LOVE. 

Ex. 145. KEY 0. M. SB, twice. Words by Charles Maclean, 
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t : n : s 1 1 : - : s 

1. What is the mean - mg 
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2. What is the moan - mg 
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t 
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mu 
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» 
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j join m 


- I- : ; 

;df ri 

: n jn : - 


What says 

thy song, 

- 1 — ; ; 

^ cl : - 

• s, 1 5 , :~ 


There | is 

such glo 


■Still! bo 

it ours, 

sj | tj : - 

: s, a - 

* - ! _ , 

• 1 

the wal 
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Pitching Tunes. — By this time the pupil is 
probably possessed of a C 1 tuning fork, but that 
should not prevent (it should rather promote) his 
constantly exercising himself -Ho-'- remember '“one 
C ” (C‘) as recommended p. 29. In pitching the key 
F, it is useful to suppose your Ci s, and’ fail on 
your key-note thus, s m‘d. The pupil mil not 
now find it necessary to run down to G, hut will 
fall upon it at once from his Ok E may be pitched 
by falling to m, thus, C& 1 s rn - Pi d. A may be 
pitched by falling on 1, thus, Cd l 1 - hi. 1) may 
be pitched thus Cd' r’ - r! d ! . The key may be 
pitched a little higher (sharper) or a little lower 
(flatter) than any" tone of the “standard scale of 
pitch,” p. 29. The tones thus required are named 
U F sharp,” “ E flat,” &c., and the sign .£? is used 
for “ flat,” and g for “ sharp,” A sharp bears no 
relation to the tone below it and after which, for 
convenience, it is named, but its relation is to the 
the tone above it. To that tone it is an under- 
little- step, as t, to d. It is like the f, in transition, 
changed into fe. In order to strike it correctly wo 
sing the tone above and then smoothly descend a 
little-step to it. A flat bears no relation to the 
BL Co. {Kew). 


tone above it and after which it is named. It h an 
over-little-step (as £ to m) to the tone below it. It 
is like the t, in transition, changed into ta. To 
[ pitch it correctly in the cases of A 2, G * 7 , and 1)7, 
wm should sing the. tone belo w and then rise to it 1 ., 
a little step. But in the more commonly used keys 
of Bl? and E I? it is easi er and surer to pitch thus ; 

For Bp suppose your O to be s. and sing; s f - hi, 
For E 7, suppose it to be 1 and rise stepwise to d 1 , 
thus, C’l - t d'. 

Excitation. — • The art of reciting well on one tone 
is a very diffi cult but exceedingly beautiful one, A 
pure and exact enun elation, making every word 
stand out us it were in bright colours before you, 
is a wonderful charm. even in. common speech, "but 
when one listens to the clear utterance, of Komo/ 
great singer, words seem, like old Mentis arrayed 
in startling beauty and inspired .with now power. 
A good elocutionary recitation depend soil the st udy 
and practice of the most suitable rhythms, .emphases, 
and . paxises for expressing well the meaning of the 
words, and on a thorough mastery and careful 
; practice of the articulations and vowels of speech.: 
The emphasis of words belongs to elocution rather 



I’dlHlTH STEP, 


Ilian to singing. The choice of accent also/ 
words set to music, belongs to the composer rati 
than to Hie performer. Varieties of rhythm 1 
pupil will learn in the study of chanting. I 
the consonants and vowels, the articulations a 
continuations of voice, arc 
singer's study, 
lions are the more impor 
on them alone can a goc 
cmy^ fault a man lias in 
magnified the moment ho he; 


producing P the lips shut the passage of the breath ; 
that m WH they gave it a mtow central opening • 
and toat my they oblige the breath to force ite 
I , Til J through clunks oa both s’ries of ihe point oi 
junction, it is easy to notice the same diV-ruueo 
£ 'passage m producing the Tip-tougue avticula- 
h .^P Passage) as in bo-t, S (with 

t centlal ) as in la-sh, 
and I a (with side opemngs)asm«»w/i: and in the 
Bach-tongue articulation K (shut) as in la-kM, and 
Mid-tongue Y (central) as in ‘y.oi m . A.-ahi 

5 “ r< ? 18 the l 1 ’ 1 1? 1 ' tremul ous motion of the tip of 
the tongue or the rough E (written It’) J fo 
nen in i /, — and a peculiar mode of artionbithm 
called nasal, in which the vokv resounds within tho 
nose as for M Y, and YG. These we propose to 

«fii 3J f des of articulation : shut, central 

side, tailed, and nasal. 

l»f 9 [G >ms ?f Articulation , — The muscles of artieu- 
Uaon reside cluoflym the lips and the tongue, tor 

I tht, teeth and the palate are comparatively station - 
jjy ’ ’"’°rh has to he done by the Lips or bv 
tao Tip, the Middle or the Back of the tongue 
\Ve may call the Lips, the Tip, Middle, and Sack 
r PheSV° n ®' Ue nf i j f 0Hr or »« HS of MtidihUhn 
following?-^ 1 ' M ° de3 ’ aad ^ uaHties produce the 

The Lip articulations, P, B, 'WH, "W, and XT , TO 
easdy understood But it will he seen that in B 
*ind V the upper teeth act with the lower lips in 
making the articulation. 1 lu 

II articulations, T, I), L Y u,J 
TTL Eara als ° quieHy’ understood.’ Fo" 

• * > jwiU be soon that the tap of the ton mi > 

acts against the teeth.. S. Z and HIT 7 it v - f ^ 
both the tip and middle of the tongue, the ' teeth 
“l 1 ?? 3 a “ acting. S,°Z use th^t 


Of these, the vowels or eontin.ua- 
rtant to the singer, because 
good tone be prolonged, and 
5 in speaking vowels is greatly 
L v begins to sing. But the 
vowels have already been practised to some extent 
m connexion with the voice exercises, and will be 
studied more fully in the next step. Besides, in 
nrst attracting the attention of the pupil to the 
action of liis vocal organs it is easier to begin with 
the consonants. In preparing the schemd of oxer- 
cuscs on consonants aud vowels, the author has 
been greatly aided by old studies of Dr. Rush on 
the Aoico, and by Mr. Melville Bell’s “Visible 
bpeedi and “Dictionary of Sounds.” But his 
emel help has come from tha generous aud patient 
ponsontd assistance of Mr. Alsxander J. Ellis, author 
ot “English Phonetics,” “Early English Pro- 
nuncmtion, and other works. 

An Articulation is a joint. A joint implies in 
this eass both a separation and a connexion of 
spoken sounds, i he tips may come into contact with 
one another, ortho lip touch the upper teeth, or the 
tongue touch teeth or palate. There may be thus 
au absolute or nearly absolute stopping of the 
l owel sounds. And these points of separation are 

sss&sp* »* 

Qualities of articulation.— the student produces 
strongly P and B, without any distinct vowel 

™ m ln :Pf tu -\ he will soon notice 
that X has a hard quality and gives nothin^ but 
breath ; that B has a softer quality a/d somothinl 
tZVS lt i . In f,ie tt he takes part fcSS 

Ti ?f ngnenrticZIoL 

£ i m P e < B as m mai-ti, and between 

^ Bg Th riiCUUti0M K M in mli ’ ancl G as b 
Krt c/iatin t^ 9 t0 ? U tIw iW0 mlitie*- 
raa itt- 4 ’~ 4 Lreath Tuality, and tho Voice 
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Ex.im, 


FOURTH STEP. 


TABLE OF ENGLISH ARTICULATION S , ? 


TIP-TONGUE, 


BACK- 
t TONGUE. 


Breath. 

P 

pea 

— 


T 

too 

— 
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K 

Been 

Voice 

B 



I) 
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Ae&: ■■■■ 



doe 




gain 

CBXTHAL . 









Breath. 

WH 

F 

TH 

— 

B 

BH 

YII 



wheel 

fed 

thin 

— 

.seal 

rush 

hew 








(yhm) 


Voice. 

W 

V 

mi 



Z 

ZH 

Y 



weal 

veal 

then 

— 

zeal 

rouge _ 
(roozh ) 

you 


SIDE. 









. Breath, 
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— 

— 

— 
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— • 

— 

Voice. 




L 









lay 





TRILLED . 









Voice. 




IT 









ray 





KASAI. 
.Voice. ■ 

' M 



N 




. NG 


sum 



sun 




sung 


Eow to sing a consonant.-— A study of the above taide will 
shew how little there is in any of the . consonants which etm be 
sung. The breath articulations with shnt posture, P, T, K, have 
positively no sound ; the hisses WH, F, TH, S, SIX, Y II, cannot 
bo sung at all, and should be made as short as .possible; the buzzes 
W, Y, DH, Z, ZH, Y, are very disagreeable when contimied, 
although it is just possible to sing theih ; the voice articulations 
with shut posture B, D, G, are far too smothered for singing* ; and 
although L. B, M, N, and NG may be more, or loss muimured 
or hummed, they cannot be properly sung. In passing, however, '• 
from consonant to vowel; aiid vowel to consonant, that is from 
one fixed position to another, the organs necessarily assume an end- 


less number of intermediate posi- 
tions, and voice being uttered during 
the time of this change, there results 
a varying sound, which may be called 
a Glide. This is not a glide in 
pitch, but in vowel qualities. The 
organs do not dam go much, and 
there is comparatively little glide 
between b and 00 , hut there h a 
great change in the organs, and 
therefore a considerable glide be- 
tween A and ee. A similar dif- 
erenco may be observed between . 
the Glides h to ah and k to ox. 
It should be noticed that as long 
as any two sounds, for example 
m and ec y are kept separate, how- 
ever closely they are pul together, 
there is no syllable. It is the 
glide Which makes Rounds into 
syllables. Indeed the only part 
of a consonantal effect which can 
be really sung is the glide. The 
exercise of singing a consonant, 
therefore, consists of making* this 
glide conspicuous by opening the 
mouth well for the vowed and clos- 
ing it smartly for the consonant. 
All real intelligibility in singing 
depends upon the manner in which 
the singer brings out the glide, 
taking care not to introduce puffs* 
or to prolong hisses or buzzes. 
On this ; exorcise he will then con- 
centrate hi s attenti on. 

Ex. 148. Enunciation Exercises 
on the Lip articulations. Let the 
following linos be sung as in a 
chant, on the tone G, the -pupils 
taking extreme care to make the 
requisite distinctions of articula- 
tion and to bring out the glide. 
When an exercise has been sung to 
. the open act, it should bo practised 
with the other principal vowels ai 9 
ee, tilth m f 00 ; for each vowel will 
introduce a new glide. 


: . The | lips-pro ; ducc-with [ shut : '-passage | pda : bcu. | man : | nap : aah | mm ; | m/p : pi [ 

: , The | lips-pro *. duee-with 1 central ; passage I wh aa : wan I wh aa : w m I &c. 

• ■ ■ yA -v > 

* . The ) lips-pro : ducc-with [central: passage] taa : Van | "taa : van {'tial \ a<rf\ ani \ taa | a«v ; vaa | 

St. Co. fJS r ew.J * For Diagrams see “ Teacher’s Mauual,” P* 198. ..t Don’t open lips, i Note, p. 6a. 




POITETH STEP, 


Ex, 147 — 153. 


Es - l47< Enunc! ‘ ation Seises on the Tip-tongno arttonktfons. 

i £Ti % -Zr 1 ' kC “ 1 ' ^ 1 ShUt 1 ” > ^ 1 ^ = ! St : Srf , i : 

’^f° ! ,f‘ iJ ' t ° nSU0 ' pi ’° ‘ duees : • with I eeniral •• passage fTaa : m | i m : &o * 

; ' I- ‘ £' 5f UC ' J ’ J ^ ,IuCeK : ' vith foentohpass ago j : ett™ j 1^ • , gj* . ^ , :> 

• E . nri, l “ fZ m °“ the 31iJ ’ B “ k ’ and W11 e£-Tip-t— articulations. 

: ' , : : ■ 8 t,>pro ,uces : ■ irith i « —» : ^ 1 ^ f 

Zuo!’ ? Zi r ■ 'r 1 d r : t 1 contrai « i - = - 1 £;;; El T ! 

iWn»! t^spcir ’ 8 ' tP* carefal patte°ra t0 ”r] (G) exaci attention to 

Cap, cub, p nil, bull, cup, cub pet bet mcm ml Tv 7 v! VOry but 

temier, //m, muu'm«m, mumble, triumph ’ ’ “ *’ aVaJe > bump, prep, stopcock, upmost, leapt, man 

' 15 t °- 1Vonano “tion of the Txp-tongue articulations. ' 

i! £5 : B ^ swc ’ sk « ■* •** *««, *«, 8 «/t, 


■p -‘w, buuuv, /wtuid, 

i irr t::' ll !“ i - “•*»« «*— 


la].; 

; 


, ^ me*, Mn*. Sign, 0^7 71 • 7 ’ “ S ^ ^ 

*7 ’ nZh,W) **“*«% frwdim 

y, . ^ ^ ,, , a ( ,;, l;c z ’ Uah ’ "* hr:ts • 

■n*? V “■ Vm -' ^ . *“a, sr^E^ ^ 


' : " 1 ‘ , ' f: > i ; P : ■ lit s '. : • 


.1 1 ii ] i i t ..;. t .,...1 


i^rtiteWSStlBIs 


FOURTH STEP* 


"Tho soldier’s steer,” the soldier's tear. 

“ That lasts till night,” that last still night. 
“ Study deceit,” studied deceit. 

“ A languid aim,” a languid dame, * 
“His cry moved on,” his crime moved on. 


“ Luxurious oil,” luxurious soil. 

“ Pray to nobody,” prate to nobody. 

“ Make lean your heart,” make clean your heart. 

I “Proof of utility,’ ’ proof of fui ility. 

“ Peer descending”' beard descending on his breast. 


Collet rive Reading,— This practice, commenced 
in the second step, p. 15, should now be revived 
with great care and constancy. 

Pulses and Accents in Public Speaking. — Any 
one, who listens to a good public speaker may notice 
that the pulses of his speech are of equal length 
and constant recurrence, like those of music, — but 
that he aas a greater liberty of accent. His accents 
sometimes fall so as to divide the pulses into three - 
pulse m insure, but more commonly into two-pulse 
measure. Some public speakers even beat time 
with their hands while they speak, and nothing 
interrupts the regularity of their movement but 
this occasional introduction of a three -pulse measure. 
Both in poetry and in music if we begin in three- 
pulse measure or in two -pulse measure, we must 
continue in it. But in prose the two -pulse and 
three-pulse measures are continually intermixed in 
the same line. Let the pupil try to 'speak, in a 
clear declamatory tone, and with proper emphasis, , 
the following words, and to mark the pulses and 
accents of his voice as he does so. He will then 
soon understand our meaning : — “And suddenly 
there was with the angel a multitude of the 
heavenly host,” The words “heavenly host” we 
may, for the moment, leave ont of consideration, 
because in chanting they would belong to the 
cadence, and the cadence is rhythmical music— “not 
recitation. 

If we recite these words on a single musical tone, 
and then write down the rhythms we have used, 
they will probably have the following appearance : — 

( Two-pulse Measure. Two-pulse Measure, V 

:i 1.1:1 .1 1 : 1 .1 

( And sudden ly-there was with- the) 
( Three-pulse Measure, Three-pulse Measure. 

1 : 1 : .1 1 .1 : 1 : 1 .1 IS 

( an - gel ’ a multi tude of -the} j 

Here you notice that the first and second measures 
are of two beats, while the third and fourth are of 
three boats. Some of the old church chants had 
three -pulse cadences or closes, but in the recitations 
the frequent occurrence of three -pulse measures is 
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recognised by all who observe with cave. Even 
the following well-known musical responses shew 
the natural tendency to the mixed -measures of 
speech in distinction from, the unchanging-, measures . 
of song. They are. here given in various rhythmic 
forms, as we find them in the “ uses ” of different 
cathedrals. In the three-puLo forms we may 
notice the heaviness of the second jmlsc when this 
measure is sung slowly. . Let each example be sung 
in exact time and accent. 


m : 1. 

? I Spare us 

key A. 

S I cl .d : d id : 

( I Webesoech] them 


.cl | Ij.lj: tj d. 
lo ’ hear us good Lord, 


• Mi M : 
i - tauce. 


KEY A. 

i : d .did . : cl .did : 1 } : t, [d : - jj 

( We be- S seech tfee to, hear us good f Lord. |i 
key G. 

If :d Id id.djd : -.1,1 L II 

(| Andbiess thine in- ) her - i - tauce. j| 

I . KEY G. 

C: d Id : d : - ,t, j L .!, :1, II 
l And I bless thine in- 1 her-i - tanec, |j 
And, in reciting “ Thou art the everlasting Bon,” 
every one will admit that it is hotter to use the 
three* pulse measure, thus — 

| Thou : art- tlio : ever | last : ing | Son— 
than to sing thus - — 

| Thou : art- the j ever : lasting [ Son* — 

Chanting.-— The chant is intended to aid the 
united recitation of prose words by many people. 
It supplies, therefore, a sin gdo tone for the recita- 
tion,, and a short musical phrase for the cadence of 
each line of the words. : A melodic cadence at the 




fourth step. 


cud of sentences, is ns 
they rise into an 
they be ihJiwomon qiiarrellin: 

] trenchers dosing* their disc ‘ 

lams of 'Wales r~ " y ^ 

the Society of Friends speakim 
strong* emotion. The reciting* : 
or as short us tin 
a Hold <\ 
the redtin: 

the accompanist as weHastJm singer, 
ot a chant should always ] 1 ■ * 

by rote, before it is - 
should be taken line 
clearly recited by pr 

m t iridnS I 'nf“Jt Step t , , 10 ,} )u l li i must obey exactly the 
Jt ."*“*? . ons - ^-WterwRki he may 
t- 1 ■ of his own. The 

1 icsuit labour will be repaid not only by the nreut 

U Z y hv n i tl TY S ’V lVecl >‘ deliveredbhanC but 

Uhythmi^rfel 3 ?- d vaI ,!“ bl ° improvement in 
un} tnmical lerception. The teacher can heat 

™M« P f bt “iV-f StiU ’ use a: metronome . 1 If 

hT^J Wv? l0 - 4 14 1?"” “'“Piy fro® left to 
i,Ul and bach again ; he will then k™ w« 


atural to public speakers when 
jxcited state of mind : whether 
in Billingsgate, or 
„ -purses among' the monn:- 
or ot ^Scotland, or even ministers of 
Jg or praying under 

— tone may be as long . 

io words require. It is indicated b v 
placed over the note. This elasticity o’f 

7 -niT r! 10 !! 1 fi al w iV ys l >0 kept in mind by 
~~ . , ’ The music 

- bo learnt ftmMiarly miA 
; s sung to words. Then the words 
■■ c % and t a at aid bv natfern 


I KEY X). iyEj 

| I s : pi ,d 

' Ex. 158. 

fl M .1,1:1 .1 

( I tafatefe taatai 
KEY F. 

Id ,r.m ,f :s .3 
KEY F. 

1 m .r .a ,t, :d ,a 

KEY B. 

I s ,pi . d , m ;s , pi 
key B. 

J tn; ,s .m,d : m , s 
Thirds of a pulse ar 
turned t° the right, thr 
™ u 'd of 11 pulse is named 
ttic third third tee, and 1 
lions are named in the sa 
Ex. 159. 


tafatew 


:: ;J 0tiee <**» of three-pulse S & fto 
-ciiat.ona next before the first cadence of the fir 
™f- the second cadence of tbT fecond yerse the 

SS;t d “” “ “» ». « da.' h 0 ? 

32 f tt ' 154 ‘ Loamas “hove the rhythms of Ex. 

=S k l?r““S; 

t ^ rOC T ltation of fifth verse. ’ 

X * X56 * Ijearn as above therhyfchms of Ex. 1 26. . 
Time. 

: ( v h ir on ^ ™ « 

exercises should bo taught Lb irLtodL, S“ tUne ' 
Ex, 157. ' 

jj 1 :1 J I >1 -1,1:1 .1 

"h, * M ' TAI taa-tai I , 

f bh* (2tewJ, 


taatai tee 


TAA^iJ 


key F. 


taatai 
KEY F, 


tataitee 


taatai 
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Ex. 161 . 

(|1 .1 .1 : 1 - <1 1 1 ,1 . 1,1 : 1 .1 

H taataitee taa-aitee tafafcefe taatai If 

KEY F. 

1 d <s i ni <- t d j d ,r . n ,f • 3 .s (f 

KEY F. 

Is ,m ,d :m r (S | s ,f ,m,r :d- ,d g 

KEY A. 

I d t t( t d : n r <d { r ,d , r ,m : d ,s, f) 

KEY A. 

I m ^ & : r r jn I s ,1 . s ,f : m .d j| 

: Wliat is a pulse i-it will be noticed that the 
six-pulse exercises in this step move more quickly 
Jjx. Ho, and that the time is most easily 
indicated by “ boating* twice to the measure,” as 
directed p. 24, and might have been written accord- 
ingly 111 two -pulse measure. Ex, 175 might have 
been written thus— 0 


I * * <S j s : “‘os j s :-r t sJ sr«s:n , r < r , | 

||d' : , j 1 ,t :d',-,l J s : d' j 

The present plan is only adopted for the sake of 
greater clearness to the eye in the time divisions. 
Ai such rapidly moving tunes should be taataid 
as / Xwo-pufee measure abounding in thirds.” It 
will also be noticed that many of the rhythms, 
given m our time-exercises might be written out 
more fully by making one measure into two. Tunes 
are differently written in this respect in the 
common notation as well as in the Tonic Sol-fa 
notation. ^ Even Handel in one copy of a tune 
puts into two measures the music which in another 
copy he puts into one measure and in vet another 
into tour measures The principle which seems 
to guide composers is this. The quicker they wish 
the music to he sung the fewer measures they 
give it, and the slower they wish it sung the 
more measures they divide it into. They know 
J quickly makes the accents slighter 

yid less observable, and that singing slowly 
developes accents which would otherwise havi, 
been scarcely noticed. As in common life it i 8 
only by occurrences That we can mark the flmht 
ot time, so m music it is only by accents that "we 
can measure out . our tones. The accents of a I 
musical passage may be distinguished as the prin- | 
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cipal and the subordinate ones. The minciml 
accents should be marked by tho divisions 0 / n 

S e T»ulfe d th TO ab th r<iinat ° aOCOntS by *• lion's 
or. a ^ pulse. Whether any particular accent is 

Etwhff vh su1;>0 r di . nate depends much on the rate 
of *? sms ',’ and “ a matter 

Of judgment, A pulse or beat we define as a unit 

ahme 1 S 01 P al an 4 regfllariy recurring accents of 

undZ’lu al -1 \ S in f ! U ca9es ™ absolute, 
undent iblo, unmistakeahle unit. It is “a measure 

Si,® v matl °"' T j le composer sings or plays or 
feeh his music, and where, in his estirnatioi the 
principal accents fall, there he writes the great 
pu ses of his measure, the subordinate accents 
falling into their places within those pulses. But 
it the subordinate accents are numerous and reem- 
arly recurring, it is often better for the clear 
reading of his music that he should treat them as 
r Vnfo rt im ntely in the common 
notation there is no certainty which note (crotchet, 
u 0i ’ mu ^ m ) tlle composer means for a 
f it a law that the crotchet 
(tor example) should always stand for what they 
mean to he a heat of their music, we should have 
no difficulty m understanding them, but even the 
same composer represents a pulse at different times 
m different ways; so that the Tonic Sol-fa tran- 
slator is obliged to listen to tho music, fed the 
accents, and write accordingly 
Beating Time --Hitherto the pupil has not been 
allowed to beat time. He has only learnt to sing 
m time. Because no one can well learn two things 
at once, and, consequently, those who try to do So 
are constantly found beating to their singin^ 
mstead of singing to an independent, steady beat 
lliero are some, however, to whom the swing of 
the hand or the motion of the foot easily becomes 
instinctive. Ihe beating goes on without need of 
thought or attention-like the swing of a pendulum, 
buch persons and such only can use heating in time 
as a criterion of singing in time. Hitherto the 
teacher has been the standard of time for his pupils. 
Me has infused into them by watchfulness, by 
criticism, by decision, his own feeling of time. He 
f giving throughout to make his pupil’s sense of 
hearing appreciate time ; but when that failed, 
there was always his beating (communicating time 
through another sense, the sense of sight) to correct 
them. If he wishes, now, to give them a criterion 
ot their own, he may proceed as follows. The 
teacher says, “ Watch my boating, and do as Ido.” 




t & 




' FOURTH STEP, 


He beats the four-pulse measure a t the rate of M. 
GO. The pupils imitate him. This should be done 
by one hand, silently, chiefly by the motion of the 
wrist (the 1 thumb being always upwards), and with 
very little motion of jhe arm. The Unger should 
pass swiftly and decidedly from one point of the, 
heating to the next, and it should he held steadily 
at oauh point as long as the “pulse ” lasts. When 
this is properly done, the teacher will say, “ Now, 
you shall heat one measure, I the next, and so on.” 
This not-easy exercise accomplished, a more diffi- 
cult one is proposed. Lot each pupil beat one 
measure, in turn, all taking care that there is no 
pause nor variation. in the" rate of movement. A 
more difficult exercise still — hut most useful for 
establishing the sense of time in both car and 
mind — will bo for the teacher and pupils to boat 
time together for a few measures, and then at a I 


I given signal to drop tho hand, and pause for one 
two, three, or more measures (as the teacher may 
[ have fixed beforehand), and to begin beati-h q again at 
the rigid moment. In this exercise you will soon 
notice how fast time goes with the ardent tempera- 
ments, how slow with the heavy-minded, and" how 
difficult it is for any one to attain an exact sense of 
time. The same series of exorcises will bo pursued 
in three-pulse measure, in two-pulse measure, and 
in six-pulse measure. A metronome may be intro- 
duced as a test, instead of the teacher’s own md°*. 
ment. There are various ways of boating ‘time 
VVo recommend the following as the m-st" appro * 
priate and the most clearly visible. Tho direction 
of the motion is from the thinner to the thicker 
end of each dash. The thick end of each dash 
shows the “ point of rest ” for each pulse. 


Two-m.su Measure. Tmuss-msa Measure. Four.pci.se Measure. , Six-pulse Measure. 



Note. It is bolter to boat the second pulse of 
li three-pulse measure ” towards the right, than (as 
sonic do it) towards the left, because it thus corre- 
sponds with the medium beat of the “ four-pulse 
measure,’’ and the second pulse of three -pul sc 
measure is Ms a medium pulse. It is commonly 
treated (both rhythmically and harmonically) as a 
continuation of the first pulse. Similar reasons 
show a propriety in the mode of beating -recom- 
mended for <* six-pulse measure;” but when this 
measure moves very quickly, it is beaten like the 
^o-pffise measure ” giving a beat on each accented 

• f * ^r?£ orts , to remem ber this rate and twice' ' 

as fast, M. 120, and about half as fast again, M. 92 
hetwoen that and 60 two rates, It, 80 and M. 

, th , at and 120 r ‘ de ’ should be 

Bysdf 
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I The Registers.— It lias boon shown tlmt tho 

human voices make together one great orvun 

running* through its various registers from the 
lowest bass to the highest soprano— so that the 
voices of a class containing men and women could 
run up one grand homogeneous scale of throe or 
four octaves. See pp. 29 and 32. The compass of 
each particular voice is only a portion cut out of 
tins great scale and taking the registers as they 
come. It should be carefully noted that the differ- 
ence of male and female voices, as soprano, 
contralto, tenor, bass, does not necessarily mn ice an y 
difference of quality on identical tunes. Thus a 
contralto, a tenor, and a bass, when naturally 
trained, do not generally differ in quality on (f ,, A,, 
and and a soprano, contralto, and tenor smiriim* 
die identical tones C\ I), A 7 , could not be distin- 
gmshed from one. another except bv the shades of 
difference which naturally murk individual voices, 
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or the more maf'ked differences introduced by false 
training’. Uncultivated male singers are commonly 
muck ashamed of their weak Thin register until 
they have made it strong by practice. Already 
some progress has been made in strengthening it 
by means of Ex. 101, p. 33. This staccato koo-ing 
exercise must not he discontinued. It may, how- 
ever, now he varied after the manner of the two 
exorcises which follow. 

Ex. 1 62. KEYS F, G, Fg, Gfi. 

(InCd 1 : rTt |SCl:f?s \ f it (S' II 

( | koo, &C. j || 

Ex. ‘103. ; keys A, B, AJ, €: 

JiI T |Ct :U Ia^s:£f if :f if || 

( koo, | &c. | 1 1 

Recognition of the first or Thick Register,— As 
the Thin register was found to be neglected by men 
and. commonly used by women, so the Thick regis- 
ter is neglected by women and commonly used by 
men. Many soprano singers do not know what it 
is, and even contraltos are afraid to employ what 
they think is a man’s voice. Mdme. Seiler says it is 
quite common for voice -trainers to encourage 
women to ignore altogether the upper Thick register 
using the Thin instead ; so that when on A, they 
do at last enter the Thick register it is on its fully 
vibrated tones, and the change of quality is 
unpleasantly marked. To enable female pupils to 
recognise the Thick register, place the scale (p. 20) 
or the Voice Modulator (p. 106) before them, 
and then, beginning with a tone (B, A. or Ct) 
decidedly within the Thin (their easy) register, lot 
thorn sing dowmvards (guided by the manual signs) 
d 1 s m ft, and with increased force on the lowest 
tone. This last tone will certainly be in the Thick 
register. Having got that quality of tone let them 
run up, retaining the same quality , to F. This is 
the converse of the process by which the tenors and 
bassos learnt to recognise the Thin register, p. S3. 

Strengthening of the Thick register.— .Contraltos 
and sopranos will require the same staccato koo-ing 
exercise to strengthen the lower part of their voices, 
which tenors and basses required (p. 33 > for the 
h if/ 1 er part of their voices. The process of strength- 
ening must be upwards from the undoubted 
territory of the Thick register towards the border- 
land of Thick and Thun. Bo careful not to force 

St t Oq, fSew,J 


this register too much, for the registers cannot be 
made to overlap upwards without injury. Male 
voices may join with tire female voices in this 
exercise, for it is easy to them, and they may 
encourage the sopranos and contraltos, but they 
must sing softly lest the voices which need the 
exercise should be unheard. Lot the following 
exercises he used after the manner described p. 
33. The inen will have to suppose the notes an 
octave higher than they arc written. 

Ex. 164. keys A, B, A if. 

ipi Mil :r ( |ff :rif s ( : s ( { ] 

( koo, | &c. . j || . . 

Ex. 165. KEYS G> A, 0$, Aft . #: k 

(|ffi.pi,:r,,fi|n|,si:f|.l| ls( : si |d ( : — II 

( I koo, &c. I [I 

Ex. 166. keys G, A, Gfi. Aft 

<: d| |r|.,ri:ni.,ni|f[. ) fi:si„si|1i’ : s, | d, I. 

{ koo, | & c. | J| 

Blending of Registers. — A good singer should be 
able to pass from one register to another without 
allowing the difference to bo noticed. With this 
view the voice trainer strengthens on the “ optional 
tones” (p. 32) the weaker of the two registers (in 
men the Thin— in women the Thick) till it equals, 
in volume, in quality, and in ease of production, 
the stronger one. . He then tests the power of the 
singer in producing one or the other register at 
will, as in the following exorcises imitated from 
Garcia. The notes in common typo are to be sung 
in the Thick, and those in italics in tho Thin 
registers. Tho effort will be to make the two tones 
as similar as possible. Lot the pupil take no breath 
in passing from one register to tho other, and let 
him sing each exercise quicker and quicker. Mule 
voices will sing these exercises in the higher part of 
their range, and female voices in tho lower part of 
their raiige. Men and women will sing identical 
tones. None of the keys must ho omitted, because 
we have to give exercise to all tho small Laryngeal 
muscles, through the whole range of the optional 
tones. ^ This is a case in which class teaching is 
insufficient. It can only set the pupil in the right 
way. He must judge his own progress. The effort 
to up so will make him eager to enjoy the advan- 
tage of individual teaching. 


m 
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' 167. keys C, B, .Cjt, D't 

5)11' :»■ |ff W iff |ff 

l ] koo, &c. I 

' Ex. 168. '.keys C, I), Cl B1 B. E. 
jcl 1 :H jd 1 :r l cl 1 I’d 1 

'koo,^. I . , 

E J |- 169 - *«* C, D, CJ, m, D, E, DJ, F, 

j ’a< ' :d’ Id 1 uV lei' :si |ff 

( j koo, 6 s c. j 

Recognition and Management of Optional Tones, 
i enor singers should now systematically study 
tho best use of their optional tones. First, before 
commencing any tune they should notice the key, 
rmd from that ascertain to what Sol-fa notes them 
option* tones willfell. The Voice Modulator p. 
106 wih at first assist thorn in this. Second, they 
should study the phrasing of each passage in which 
the optional tones are employed. Third, in cases 
m winch a piano or forte is required they will 
the y. can obtain a stronger tone with 
. e tho Thin register. Some 

pwsons habitually change the register at a certain 

?voM’ iat<? y er f.° P“sago sung. Others try' to 
avoid changing the register within any single 

frZ« lp «™ S ®’ ® 8 J mu ? h 08 Possible. Descending 
ftom the thm register, they keep it as far as they can. 
nh™ n( k mto the thin register, they begin" their 

170 to 173 ® " In Zeroises 

I/O to 173 a thin horizontal mark is placed over the 

that % to!?’ var , 10,15 reasons, it is thought best 

W sl l ‘and ' into the thin 

lepistcr, and a double horizontal mark is Waded 

io-Ste? “Lettto* Mt .fV to ohan Se Into tho 1 thick 

reasons for each of tS'changes? m’d' boMiwSri^d 
to suggest other and better changTs en00ura 8od 
. A Knowledge of Dissonances is useful fn the 
singer m making him fearless. If he does mtt 
recognise the fact that he is striking a distomn^f 
ho feels as though somethin', were® wren* w 
tempted to sing falsely. But if he knovra wlmt he 
“ doing he strikes his tone with coura<m looks 
well to tho resolution, and makes it 

°i 

*"?*:** iWS ime - other apSoKre 

fJse-xv.J 


..V;" '7:7 Ex. 16?— 9, 

also accepted by the ear for dissonances on the 
weak part of a pulso. When, like s in the follow. 

J. r ■>* • 8 II they simply anticipate the 
tone which fo lows thorn, -when like 1 or t in the 
following- | d' .t : d' | a .1 : a ji they ir„n 
upward or downward, or when, like fan'd nreo +lm 
following | a .f : r ,m | d || thoy hang upward 
or downward from the proper tone of the chord, or 
when, like t and 1 m tho followin'. — - i m t 
: J I JI the .v .?»'* generally by an upward 
Stop, to the tone which follows. Ail these melodic 
relations are accepted as an occasional apolon- for 
dissonances. In addition to these distances 
on the weak part o t a pulso, dissonances are al«o 
nLowod, though less frequently, on the tirp I. 
stray part of a pulso. Those ire aU called ^ 
strobes. They nearly all “ resolve ” (seo p. on L. 
going a step downwards. The smoothest “ nreinr 
afaon ; lor those discords is when, like r fo 1 * J 
following- ; r I r ,d j| thedissonancohas just 

Thh wm ' S , 3S “ H*® 8011 ™ 00 “ tho previous chord 
lui8 will be called a Horizontal furestvoko Th i 
preparation which stands next in acceptance wbh 
tke ear is when, as s in the followin'* — * l | * f 
the dissonance comes down from tlfe tone above J 
nlu-. a passing* tone, but on tho strong rmb of 
pulse. This i is called an Oblique forestrolcr, ' Ale~s 

frequently stilTwo may have, like m in the follow! 

stoke resol ying 1 upward 3 But whtbf iqM for °- 
wishes not to apologize for a flivlfroleXTu 
(men it for the sake of a certain tart offiwi'L i * 1 
it Unprepared like 1 in the 

■ f ||. Advanced pupils only will have iklV„ 
study these points, licynm- do » p , Jl 
marking beforehand, in the oxormVs th e f t} th « 
wish to notice, and, when the fimV f-b ■ . * 

comes, tatming for the effeds/ Or if tho'^wC 

may foadto Stf IM 

to two or three times. §eo Examples of lC 

L WZ ^.2; ami 
}J f. x, ana i. . J,, m. 4 ,p t 1; and Ex. 17 n / » 


mff&m m 
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Ex. 174, l. 5, m. 1, p.'S, See Oblique Forestrokes, 
Ex. 170, l. 1, m. l,p. 4 ; and m. 2 t p, 4; and m. 3, 

4 ; and m. 5 , p. 4 ; and m. 6, p. 4. 

Full-pulse Dissonances, — All the apologies above 
described are also accepted by the ear as excusing 
full-pulse dissonances. If the music moves very 
quickly, Passing tones and other dissonances so 
common on tho weak part of a pulse are freely 
used on the weak pulse, tho strong and weak pulse 
being treated harmonically as though they were 
one pulse. But when the music moves slowly the 
ear is not so content with these slight apologies; 
and only the “ passing tone” is much used. On 
the strong pulse, however, as on the strong 'part of 
a pulse, the various forestrokes are often employed. 
"When prepared they are employed for the smooth- 
ness of melody, when unprepared for the sake of 
effect. 

See examples of quick moving dissonances in Ex. 
141, l. 1, in. 3, p. 2 ; and L 2, m. 1, p. 2 ; Ex. 192, 

l. 1, m. 3, p . 2 and 6 ; L 6, in. 4 , p. 2 and 6 ; l. 10, 

m. 2, p. 5 ; Ex. 174, l. 7, in. 3, p. 2. See the 
partial dissonance (explained p. 36). Ex. 140, l. 2, 
■m, 1, p. 2 ; and I. S, m. 3, p. 2 ; and Ex. 143, l. 3, 
m, 2, p. 2 ; and “ disguised ” (d for f and fe for t), 
Ex. 174, l. 7, m-. 3,jA4.; and also Ex. 1 44, 1. 1, m. 2, p. 

l, in which last case the t not being resolved on d 
sounds more like a forestroke. See Horizontal fore- 
strokes in Ex. 170, LI, m. 4, p. 4, in which f, hori- 
zontally prepared, continues two pulses ‘and then 
resolves on m. It is the same with m in the next 
measure and with r in the measure following. The 
waving fe in l. 1, in. 4, p. 4, waving against a disso- 
nance is curious and harsh. Also in Ex. 174, 1.7, 

m. I, p. 1 ; and Ex. 142, 1. 1, in. 4, p. 1 . Bee a case of 
“ delayed resolution ” in Ex. 137, L 1, m, 3, where 
f passes through a consonance before it is resolved ; 
and Ex. 141, L 2, in. 3, p. 1, where it passes through 
consonance and partial dissonance to its resolution. 
See an ^/prepared dissonance “1 against t ” intro- 
duced for its own touching effect in Ex. 174, L 7, 
rn. 1 ,p. 3. See.d and s (Tonic and Dominant) 
exercising the privilege of long holding (or pedal) 
tones, in spite of dissonance, because of their 
relation to the key, in Ex. 138, L 1, m. 2,p. 2; and 
L 2, m. 2pp. 2 ; and in. 3, p. 3. 

Eew Cadences,— -In two-part music the full 
chords cannot be given. But, for reasons given in 
the “ Common-places of Music ” two-part conso- 
nances always suggest the chords of which they 
form a part. Thus, s, with cl above it suggests the 
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chord De ; m with s above it suggests, not tke 
“ unmeaning ” and seldom used chord M<&, but Dh ; 

’t, with r above it suggests, not the “ weak ” chord 
T, but St> ; 1 with £ above it suggests FL, and so on. 

Thus interpreted, the exercises in this step intro- 
duce us to two new cadences in addition to those 
(the D, the S, the F D, and the L cadences) which 
are named on p. 48. See the uncommon cadences, 
on F and E in Ex. 137. See what we call S B 
cadences in Ex. 142, and a F D cadence in Ex. 143. 

I See what we call a “weak -pulse cadence” in Ex. : 

141, l. 2, m. 2, p. 2; and a ul? D weak -pulse 
cadence ” in 1. 1, m. 4, p. 2. 

Phrases, Sections, Periods. — The nature of a 
cadence has been explained at p. 48, There it 
has been she wn that the cadence naturally cuts •fche 
melody into parts, and that these parts are called \ 

“ Sections.” “Phrases ” are divisions of melody I 

within a Section. “Periods” arc divisions of’ 
melody including two or more Sections. In ex- 
tended pieces of music we use the word “ strain ” j 

to represent several periods combined in one melodic 
whole. A Section, which is two measures in 
length, we call a Duain, one of three measures a [ 

Triain, and one of four a Quadrain. ; 

Musical Eorm, — A good form in house or orna- i 

ment or animal must be symmetrical and varied j 

and adapted, in all its parts, to its chief purpose. So, | 

in music, a well-formed tune has symmetry and pro- j 

portion in the length of its principalparts or “lines [ 
it has both symmetry and variety in the rhythms 
and melodic replies of its musical phrases ; and its i 

harmony as well as the style of its melody combine j 

together to express the general sentiment desired. A 1 

disjointed, ill-formed tune would be like a picture in j 

which a number of men and women beautiful and j 

ugly, should be thrown together “any how.” A 
well-formed tune is like those men and women 
artistically grouped in one picture — where the [ 

beautiful are placed forward and the ugly kindly put j 

in the shade, and the colours and postures all .1 

arranged for some unity of effect. It is pleasant ! 

when one sees a house or an ornament or an animal, J 

to “know its points” of excellence, but we can 
receive much enjoyment from them without so 
intelligent an eyesight. In listening to- music the I 

case is similar. But in singing music the case is 
different. For the . singer is an Artist. The sculp- ] 

tor and the painter . can present their own works to |. 

the public view. But the musical composer is de- 
pendent on another artist — the singer or the player- j; 



FOURTH STEP, 


—to presen c his works. By singing loudly or 
softly, quickly or slowly, in various places and 
various drives, the singer can make or mar the 
handiwork of the helpless composer. Every intel- 
ligent singer will therefore feel it his duty to study 
his music beforehand, and to fix in his mind how 
by the art of Expression (p. SO), its various rhyth- 
mical divisions and melodic ideas arc 'to he ‘dis- 
tinguished and “set oh” one from the other, how 
he can change a hare outline, into a coloured 
picture. The main principles of Melodic Eolation 
have already been suggested under the headings 
“ Relative motion of parts ” and “Imitation/* pp. 
38 , 37 . Some ideas of “ phrasing”— or marking 
out of melodic divisions arc suggested under the 
heading “ Ereathing-places," pp? 0, 30. Other 
principles of Ehythmic Proportion may he easily 
apprehended, and then an examination of a few 
examples will shew the pupil how to begin this 
enjoyable study. A fuller development of it is 
found in “ Musical Theory/' Book III, 

Parsing or Analysis of Musical Form.— The 
practice of requiring a pupil to make a written or 
verbal analysis of the t.une about to be sung is very 
useful. Even elementary pupils should answer 
the first and second questions,— 

1st. What is the Fora— as Psalm-tune, Song, 
Dance, March, etc. 

2 »f ™ aro the Key, the Measure, the Bate, 
and, the Stylo y 

3rd. What is the Ehythmical Division P (That 
is, does it divide itself into two principal parts or 
into three ? Is it Two-fold or Three-fold P) And 
what is its Cadence design ? The first “ Cadence 
design.” makes its principal dividing cadence (the 


5th. W hat are the Transitions or Modulations 
most worthy of note P 

■ 6th. What are the Principal Responses? That 
is, first, (or Pds.), what aro the principal Melodic 
or Bhythmie replies (see Imitation, pm 38, 37), 
of Period to Period ? Second (or See. V What arc 
the principal Melodic or Bhytlunic replies of 
Section to Section within each Period? Third 
(or I-Iar.), What are the principal points in the 
Ration of « Parts ” in the Harmony r (See above, 

w 7th. What are the most interesting devices, 
that is, Sequence, Fugal Imitations, etc. P 
8th. What is the Emotional Development and 

i" 1 ’ , 11_5 successive 

of the tune rises and falls ; 


Point? That is, describe how, in the 
.Sections, the “fooling” c." 
and say which m your opinion is the most remark- 
able and effective point (whether of elevation or 
depression) in all the tuno. 

, E ^mples of Parsing.-The following examples 
should be tested by singing over and over a wain 
and comparing one with another the various ^Sec- 
tions and Periods of the tune. The teacher will 
End useful examples of Pamng/jw,* the Chants in 
“ Teacher's Manual/’ p. 194. 

Ex. 138 is— 

1st. A Psalm-tnne. 

2nd. In key A, in two -pulse measure, of firm 
and prayerful style, about M. SO. 

3rd. Is Two-fold, and of the first cadence 
design. 

4-1 ^aQuadmin, In a Triain, lengthened by 
the “ hold to a Quadrain; IIa a Quadra in, Tin 
Tnam, sung as a Quadrate. 

5th. In First Sharp Cadence. 

6th. (Pds.) Ha contrasts with Ia hr setting of 
I against n; otherwise it imitates it. Tfr> contracts 
the r S against the g r of In, and has contrary 
motion m its second phrase. (Far.) contrary 
motion of parts at the end of In, and similar 
motion at the beginning of IIa. 

7 th. Hone. 

8th. Ia seems to make a quiet assertion with a 
double emphasis on n- In seems to give an excit- 
ing reply ; IIa the assertion made more solemn by 
f twice emphasized. Jin, the joyful sure decision 
leapingup to the brilliant g and making the “point” 
o.t the tuno by falling on the solemn f. 


Ex. 170—1. 
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Exercise 137 is — 1st. A song* for S and 0. 
toM styiat S 112. “ a. 

desi^ii. Is Two ' fol *> and of the first cadence 
4th. Ia, a Duain, In, Duain, le, Bunin. In, 
Euain ; ^ X)uaiI1} IIl} > ^nm, lie, Duain, Iln, 

fu}' K 2 ?* sImr P tended in In. 
bfc “- (1 us.) IIa b Has contrasted motion, to I a p,. 
t 15 13 11 imitation of Ia, and In simi- 
tejLJ 1 ?? out . of ** IIlJ imitates IIa a third 
Jn hu , lie again returns strongly to the risino* 
motion which sets off the wide intervals and tho 
elegant rhythm of IId. Rhythmical unity in the 
beginning and ending* of every Section till the last 
uhieh makes the rhythm of the last more effective. 
(War.) 1 has principally contrary motion, between 


Shi* n’ IdA .?P Gns V th contrary motion, II,? has 
motion, lie has contrary motion 
111 ) has oblique and similar motion. 

/ th. A melodic sequence in IIa and n. 
f h ‘ IA, a resolute thought (with taa -aatu 
and accented s^ancl <3), In, repeated more earnestly, 

n% f<L 1 hn Jv’ lr,J P^ionafce resolution; III 
quieter counsels, 11b, repeated in loftier strain, He 

^f 011 brln ^^ the tnne to its 
pond of greatest, energy, IId, the .subsidence 

ot passion in sett led resolvm 

y\ hen a systematic course is pursued, the oxer- 
cases of the 3rd and 4th Steps can be taken in the 

lU > lU > m > 141, 142 
14d, 144, l4o, 113. 119, 120, 174, 175. Some of 

ii XerelSGfc5 T 1 ? 1 fn S al 1 nutations are too difficult 
• . ? tho present step. For a fuller course, apply to 
tuc Secretary of the Tonic Sul fa College. 11 ‘ 


n g HOSANNA. 

-Lx. I/O. key C. Optional Ws, d' r . ir . 

s l_*_t_l d 1 - .1 : t_.dj| r‘ . t : <U.r'| , - .31. r . Tl 

\ ““ i na ’fl „ f H .°l m Ho - s “ *A . I HoSn na, ‘ 


I .d : r .n f 

Hallelu- iah! 


I - .r :nie s : - J - Ip, : f , s 1 ; 

Hallelu- jah! Hallelu- jah ! 


I- .1 : s.fe 

: Hallelu- 


iV.r 1 ! n 1 

Ho-san - na, 


~ -m': r'.d’l r' -.r'.-d'.tll :s.fm 

-V* n f II r an l na V Ho - «i - “ na. 

■ s,t - n f •— l-.f:n.r n ; - |-.fen.r d 

Hallelu- jah ! Hallelu- jah ! Hallelu- iah! 


•pv 171 ~ „ hallelujah. 

_ ■ *“*. ,f*, A E > c - , Optional Tones, d 1 r‘ n' f 

l • 1 * t|d 1 : t .d'l-r' t : d'.r'Ih'A: f'.rr f 

Hal-Ie-lu-jah! Hal- lo-lu-jahl Hal - le ^TT~r „ 

l—i L-aLlL :J 1 * • — I - . 1 r s .f e s : — | . t : 1 . s I 


Mainzer. 

f 1 | - .£■: rAr 

men, A 

1 : r ! .d' l t ■ 1 : s ,f 

men, Hal - le - lu - 


' n ‘ : - 1 - r ' • - i - a-': a».t di : — 1 1 : - <]' : _ ; | _ . _ 

1 mer b A - men, A - m pn v 

» r- : - i— •- 

jah! Hal - le - lu - jah! Hal - le - lu - jahTI - T mm 

* A ttr "Sf* ih \ Te ™r ™ ’—ended to introduce the thin raster, 

ana a double stioho thus = shews where they are advised to use tho thich register. 

Si Vo. (Km.) 


men, A - men, 

pi : d'.t 1 1 ,s : f ,n r 
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AMEN. Optional Tones, m f s 1 

1 ,t d' .s,f: n A : r .t, d 

men, A - - . men, 

f .S,f PI 

'»■ men. 


Ex, 172. KEY 0. 


men. 


men : A 


t, l: t .cl ! ,r' n 1 . r^d 1 : t .d 1 

men, A - men, 

:_s~ d .f : - ,n 

men, A 


men, A 


men, 


men, A 


men. 


men. 


men, 


THE CUCKOO 


Ex. 178. KEY C. M. 112. Round for four parts. Optional Tones, d 1 r' ni 1 

S • : s .,s ! n' : d 1 Is : | : 1 Is : 1 | s : f In 

Ilark! 'iis the cue « koo’s* voice, '■ EromJ yon - der sha - dv I sc 


d 1 . : d'.jd'ld 1 : d* t 

List to theme! - low not< 


koo 


\\n :n.,n| s : : d 1 ; it : 

{ j Hark! ’tisthoeuc - koo’s I voice, 
St. Co. (Nm.J 

lllif; ■ , : ■ . AA<A:,K; 





fgueth step. 


The I song 1 


yon 


THE HAYTIME. 

oiiDs by J. S. Stall YBB iss. 


- 3y and fair, how 

:o not IIlo hours, oh, I 

: ,S| i ElI : r •*! i 

liow love ly and 
Oh, waste aiottho 


pas 

twine 


tune and p. 
you sweet 


a sure.' are: there; 

; inlands of flower 


.ours, 


how love - ly and fair, 
oh, waste not the lion: 


Wliat pas - time and pleas i a- 
Go. twine yon sweet]: garlare ' 


smg 

mea 




womim sTjffiX*. 


O - verj field 
There is fuln ess 


and hill 
of life 


U - ver 
And there 


O’er field 
Is . fulness 


time, : 

£l Ini .cl d : :s.f 

time. 2 Thej gates of the earth that were loti 


1 l x, l :s .r :n .r Id rt| 

< oi ' the earth tliat were lock’d up so fast, Let 

I r ,,r : r ! pl ti 1 1| ,,ti cl ,S| |n, : Sj 

\ out their poor pris «*nars at last. Lot out then 


fe .,'fo 

hiers ali 


out their poor pris 


ners 


td ti - o - lots for po - sios, And flue 


I d * i’ ! - . r | n ; n . f s 
< i*inka,nnd thoTumoh-os ,of Lltio 
r * ti ’ tj .cl | ~ .5]! d «r n 
Th» pi uks a ad bunches of blue 

.lit; hp.! : 


I s : s .1 n .t : - ,n |r : - .r |d 
Lolls, And the little rod pirn » per-! noli 

!»■> i • .r :r.d |-.d : t f .s { |d 

The litilo redpimprr- i rude 



xovava step . 

THE SEA 2?0» ME, 



FOttttTH STEP. 


smooth 


lows she 



FOtmTH STEP, 


Modulator Voluntaries now include transition nf 
?^ e /- e f 10v6 * Those should not be made too difficult 
b} wide and unexpected leaps on to the disfclno'uish- 
to ° ea sy by always approaching' the 
cb.tin^hmgtone stepwise. While the effects of 
Liiansition are m process of being learnt these oxer- 
“f. 3 r f>:.h but the teacher cannot nowbe 

bo ^ t ^“yexei-cise should also 

do matt, p. 37, and that to the Italian ha, p. 2. 

™-5T°"’ Pa2 t ^dulator Voluntaries interest the 

\ u™ f^i cl1 an(i ior , m & ood voico exercises when 
sun & to the pure and open skaalaa, and the sunnier 
they are tho better for this purpose. But if 1 1 w 
are made difficult to the pupil, they become difficult 
to the teacher and his attention is so taken up with 
the music he is making that he forgets to listen for 

teacher wio 


! , Memory Siagiugr—The practice of sirmiim whr > 

ordor^Cwf f f mmomory T iu obodi ^eto the 
oulei Close books : eyes on the baton,”— i* :l yaw 

enjoyable one. The singer en joys tho exorcise of 
subordination to his conductor' along with a sense 

8,An ^tian, and ^ 
lights in the oflocts which are thus produced. This 

to If T°; v n - Ge<i *i Ul a * ihe Pwwnt «tago in order 
hi" bn l f sm " er ’ of «7» from 

Bnf b V rhlS should now hu hls normal position, 
imfc, as from necessity, the learners eyes hove 
h therto been much engaged with his book, ho will 
hj^o to make a conscious effort to form “the habit 
ot looking up. Occasional “ Memory Sin^m** ” 
will make him fed tho use and pleasure of this. * 


, x . -j,". — u* vuiw, ■ xne teacner who 1 

would, use only good two-part music should prepare 
such exercises carefully. i iUlc 


^ Ear Exercises, as at pp, 24, 42, will fasten on 
the mmd the mental effects of fe and ta. 


siotf ^ aa-yoluntanes are really 

&ignt-femgmg exercises, if the teacher does not »& 
into self-repeating habits of pointing. See p 42 
But, at their best, they give no practice in reading 

siuhU-mnf * j^erefore tiie absolute necessity of 
sight-laa-mg from new music (as the monthly 
Reporter) or the black-board. niontiiiy 

. Memorizing the three keys—The pupils should 
now know from memory, not only whit is above 
any one note on tho modulator and what below it 
but what is on its right and what on its left. The 

il li nQ 011 the mind>s 

iatoi. It has an elder brother on the right and a 
younger on tho left, and each of its ton” bears 
cousinslup to the other two families and may be 
called to enter them. Therefore at all the later 
lessons of this step exercises should he given in 1 
committing to memory this relationship, p. 51 

“T* ie T *? . sa >' th0S8 collec- 

lator 5 ^ Ch 0116 f ° r lllmsolf ’ without the modu- 


Tnne Ear Exercises, as at p. 24, should still he 
continued with the new difficulties of time. 


Memory Patterns— It is difficult to indicate 
divisions of tune by tho motions of the pointer on 

shm-m.°in U Ml° r ™ th su ® CK9at ni cety to Suide the 
wfftrf ! n '’“ S a '’Olnntary, and it is important 
iL! the memor >' of tone and rhythm. For 
w’w on1, teachers give Iona pattern— 
extending to two or more sections— including some 
d f f rhythms. These patterns are 
but pointing on the modulator. The 

O- if ltf i t0 tho1 ?’ “ Hhont toe teacher’s pointing, 
tot solfaa-mg and then laa-ing. 1 


Dictation a. at pp. 12, 24, with tho now-language 
of time just introduced, will now he earned to a 
much greater extent. Oopios of tunes belongin'- 
to this stop from other courses, or original coirmo- 
sitions, or pieces for special occasions, can thus bo 
rapidly multiplied. When once the practice of 
Dictation and tho use of tho “Tonic Sol-fa Copy 
•Books has got into famiEir use in school or class 
many things can he done by it. Some .schools arn 
taught entirely by a Modulator, a sot of Wall 
Shoots an d Copy Books. The further wo go in 
Dictation the more useful the time-names lieeome. 
The “ announcements ” for Ex. 174, l. 3, m. 2, &e 
would he as follows traa m ” — “taatii’ 

r d r” TAA “ “ traataitee 

r or taataitoe m r m thmtaiico fm f 
taiumteo s s “ TR.u&4r 1 “ taa suj s 

TIOIATAI dr”-“ -AATAI r ” &c. 

Inc third measure of the same tune would Tie 
announced thus “ teaatai s-one f ” — “ taatai r t- 


St. Co „ (New,) 


Pointing from memory and Writing from 
memory, as at pp. 12, 24, should still be practised, 
ihe second doos not at all take the place of the 
m*sfc. Wo have known pupils who could write from 
memory, but could not point the same tunes on the 
modulator. It is important to establish in the 
memory that pictorial view of key relationship 
which the modulator gives, especially now that tho 
study of Transition is added to that* of the scale. 
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1 Ha nw tin-- tones of a chord rf R 
&ay in what re spool is it liI:o the ch :rds 
li and 8 ? Ho v is it related 1 o the e ;ord 
1>, rt3il ?mw wovtil yon describe its 
mental effect ? ; i r 

tf Ik'tmbe th q chord "S. In what 
fuse is die -lissonant effect of /«/* 
against wA more slightly felt ? How is 
the ./HA in this chord commonly pre- 
pared, and how is it always resolved ? 

3 Whit is meant by “ambiguity of 
chords,” and which of flic chords can- 
not be imagined to belong to more than 
one hey 1 

4 What is a major chord ?— A minor 
eliojvl — a diminished chord! — and 
whuh of these are in themselves the 
most acceptable to the ear ? 

0 What is the difference between 
Inc tones ray and rah l Which tones I 
of the scale require rah to time with [ 
them, a n d wli ieh ra y 1 
■d 111 ? ihQ ^mos of the chord 

lulH! In ■what position is it most 
commonly found ? And how would you 
describe its m cntal effect 1 

7 ’S? ia * are tilG tones of the chord 
1 t How are its root and fifth 
usually resolved ? In what position, 
and under what circumstances is it 
commonly employed, and what is its 
mental effect ? 

8 What are the tones of the chord 
hi In what position is it used apart 
from the minor mode I And what 
chord is used interchangeably with it ? 
What is its mental effect '! 

9 What are the tones of the chord 21 f 
Um it be easily substituted for the 

G1 ' sub-dominant Hire the 
choi*ds 1 and B 1 Is it much used ? 

L E??* i lis f° t na ^ e is there ia 

f ji0i ; d 1 /-rid how as it prepared and 

resolved ? I-or what chord, in cadences, 
d / }0 fe,’ n ott(m substitute W I i 
1S fch 1 c3l /f s °uree of men- ] 
4 effect w a chord'? And in what 
gt’l that mtnU1 o&ct best < 

,„i* ,y v ^at ha cadence ’ Name tbe J 
mst three or four chords of a tonic 1 1 
• cadence.— -Of a dominant cadence -Of I 
a plagal cadence.— Of a surprise cadence, c 


QUESTIONS FOR WRITTEN OR ORAL EXAMINATION. 

BOOTBINE. 


Other cases is the c position 
ai '° its ihvct P^uci- 

Jk/ W ?f^ eia ber any, peeu* 
of 

”3* wmm, hefopw to tfcs Chord im 




p I Or any other peculiarity which belorms 
Is j to minor chords generally ? 

^ „ '^ ere are tIia little steps of the 
:s “ aI ° -“The greater steps ?—The smaller 
/ By what intervals are the two 

it little steps of trie scale separated from 
.4 one another ? How can you define doh I 
8 IC Which are the most markedly 
- characteristic tones of the scale ? And 
how may thejr be described ? 

1 17 Wkat is transition? In what 

* rospeemree those tones of a tune changed 
i yvhiehilo not change their pitch ? 

, What is the sharp distineruishinsf 
■ tone, and what is its effect on the earl 

What is the fiat distinguishing tone 
) audits: mental effect? ' 

19 Prom the ear’s dislike to the tri- 
a . luelodie progression, what 
mtlodn, phrases, often repeated,, natu- 
lally suggest transition ? 

sharp 

1 key ?-In going to 
tb.L_ fiist sharp key, beside the substi- 
tution of the piercing tone for the 
desolate tone, what change of effect 
takes place ra the tone a third above 

S? M ? 1 ? tin§ ’ ul f h ^ 1 r t(me ’ Boes any 
oihei change besides that of effect take 
place on the fe*T (see “ Grave rai’>n. 

4b j In going to the first flat key, 
}£ s l c } c f t} l e ehan ^ e of a piercing for a 
desolate tone, what change of effect, 
other change takes place in 

tee j" V ° tte “ w 

21 What is the difference between 
tion ? mC1 ^^ {Ua<3, a wdurniug tmnsi- 

22 What is a bridge tone 1 ? Give 

0f ^ tone uiakin'g tran- 
of S tte ais a“g>*to i f tone 

, : 

kej signature in transition ? , 

nfflie W ar S. the g’f'Ueml mental i 
effects of transition to the first sharp 
Jr’/jLud to the first flat key ? » 

tinnb?«S ™M you indicate transi- t 
lion bj^ thc nianua 1 signs ? i 

2b mat land of effect is produced r 
on Uie mmd when fc does not move to t 
not aottf « irfw !Tto£ c 

th&eh^t 14 by what nam « is | 
what name is it called ? What 5 the n 


/ hat r fmc is it called ? How does the 
sharp key dJier from the fl^,! in tb-’s 
e respect ? u 

:r , 21) How do you define extend,-. 1 

0 transition ? mieh of the two trans'I 
a tions is more used in this way ’ A 

p,. What is a sharp-?— And whff 

1 relation does it bear to tiie tones S 

below and above it in J»e .seute ? 
mat .is a flat ? — And trluit 

; fe? e ??V ^bat are other words for 
the articulations and continu tious of 
j >oice . Inch of Iliose two is }>o men ■> 

• important ?— And why? Win is ib : 

’ ° 3 o> r v Be'fii-st studied f 

1 ! jwame and illustrate, by example 
4 i? ie / lV0 articulations. 1 ’ 
83. .Nnmo and illustrate the wo arti- 
culations of lip and teeth. 

V 4 , . Xiimo and illustrate the ; wo ait i- 
eulations of Tip-tongue and teeth. 

oo . Name and illustrate the five art!* 
cn ?5 tl< ^5 a of %S®8™ and p date. 

ob Name and illustrate the two arti- 
culations of the Mid-tongue Sth the 
Palate, in which the Tlp-tonrue takes 
a very decided part, the two ir whteh ' i? 
takes a less decided part, an i tKm 
m which it takes no part. 

•oJS,, / aBie ai }d illustrate the three 
B^'tonguo articulations. 

^38 Name the six aitieulai sons wifli 

fwff ssa ? e ’ ? laain ff too 

(bioafh aua race) together in couplp,. 

39 IS ame, as above, the cm. it ai-ti *n . 

dations with centi-ai passage. 

40 Name, as above, the fly » arti.-n- 
lations with side passages. 

mill pastel 10 * 1 * 1 ' 1 '' 6 " 0catei «“ witl > 

}? /escribe the aspirate If. in thn 
articulations what organs of snecch 
C °S e and separate ? P 1 

■ ..Which are the consonr-ntq imsf 
capable of being sung ? Win' - h n m th t 
rixHiises? 

Sow far are tho <>nii n,,, 

capable of being sung- ? Whi; h areTlio 
three smothered consonants 1 Which 
are the five which can be murmured w 
hummed. What is a Glide? What is 
the difformiee between the Glide minim* 

J uncl f)(i and that joining be- a 
two sounds are V nf //ilV, <: e V H 


two soimds, are kept distinct but' pro- 
nounood rapidly one after • u “ Vi l , 
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is it. that can he really sounded ? And 
wliat habit in the management of the 
organa of voice is it therefore important 
for the dug-ei’ to form ! 

44 Describe in writing' ten common 
crows mi the aso of ocn.-onfmts. 

i ) v\ mb is the difference between 
1 110 reel rvence of ace ut among* the 
pulses: of music and among the pulses 
of public speech ? Gi v *.* illustrations of 
the “ mixed measures ” of speech. 

40 'What is the purpose of a chant, 
and into what principal parts is it 
divided ? What governs tho length of 
the reciting tone? In teaching tho 
music and words of a chant, which 
should be learnt by heart throughout the 
whole 1 How should tho recitation of 
words be studied ? 

47 What is the name for a silent 
quarter of a pulse, when it comes 
within the accented half ?•— ■When with- 
in the unaccented half i— How is it indi- 
cated in the notation ? 

48 By what vowel is tho first third 
of a pulse indicated 2 — the second the 
last l How are thirds of a pulse written 
in the notation ? 

49 What different sorts of accent 
are there in a musical passage, and 
how do you define a pulse? What 
must the Tonic Sol-fa translator do 
when he wishes to know whether 
crotchet, quaver, or minim, are treated 
as the pulse in a common notation 
tune ? How should quickly moving 
six-pulse measure be iaa-taid ? 

50 Why is the pupil not taught to 
beat time in the early; steps 1 

51 Describe the land of exercises by 
which the teacher endeavours to infuse 
into his pupils a sense of time. 

52 Describe the most clearly visible 
Ways of beating two-pulse measure— 
three-pulse—fonr-pulse— six-pulse. 

53 The beat to the right being asso- 
ciated in four-pulse measure with a 


f medium accent, why is it also suitable to 
the second pulse of three-pulse measure ? J 
! Si' Does tho quality of tone in the ! 
! knver part of a woman’s voice differ in 
: any respect from ihatof ILc ferine lone 
i when produced by the higher part of a 
man’s voice J What register of their 
voices are male singers commonly 
ashamed of before their voices are 
cultivated ? 

55 What register is most neglected J 
in uncultivated women’s voices t Das- j 
tribe the means by which the teacher 
loads his female pupils to recognise 
their thick register. 

56 Describe the process by which 
the thick register in women is strength- 
ened. 

! 57 What is meant by the blending 

| of the registers ? Describe the exercises 
.1 by which the thick and thin registers 
j are equalised. 

I 58 What arc the Sol-fa names oi 
: the optional tones of a tenor voice in 
; key C 2— G ?— D ?— A ?— I) ? If a 

| group of tones commencing on an 
j optional tone ascends above G, in which j 
register would you begin it ? If such a i 
group commencing below the optional ! 
tones ascends to H*, in which register i 
would you begin ? If such a group j 
beginning above G descends into the ! 
optional tones, what register would yon j 
use ? If other things are equal, which j 
register would you prefer on the op- I 
tional tones for. a forte passage ?— far a ; 
piano passage ? 

50 What is the advantage of a 
knowledge of dissonances to the singer ? 

00 What are the live principal 
apologies for a part-pulse dissonance 
on the weak part of a pulse ? What is 
the common resolution of part-pulse 
dissonances on the strong part of the 
pulse? What are the. three prepara- 
tions for such dissonances 1 . And the 
names for those preparations ? Why 


does a composer sometimes, leave a dis- 
sonance unprepared ? 

61 When a_ cbns iy competent to 
study this subject of diVsonunecs, how 
does the teacher introduce it praeiicaliv 
to their attention ? 

62 Among fnll-puh‘e dissomnuT-s, 
which of them are used tamo livuv 
when the pulses move quickly iliuu 
when they move tduwly l Dow are 
forest rakes used when smoothness nf 
melody is tin* object, and liuw when 
dissonant effect is desired ? 

63 Describe the six additional ca- 
deuces introduc'd in the two-part 
exercises of this step. 

64 What is a section 1 What is a 

phrase? What is a period? "What is 
a section of two measures called '—One 
of three measures ?— One. of four ? ... 

'C5; What, are the- .three ' .principal 
elements of good Form ? Why is it 
more, important for the .singer to study 
the principles of musical hum than for 
the listener? 

66 What are tho three questions 
which even efcmefitavy pupils should . 
answer in respect to every tunc, before:; : 
it is , sung. ? What arc the oth.tr : 
questions which pupils should answer ; - 
in. a complete parsing of musical form ••? ; 

67 How should modulator volnn-. 
i taries at this step be conducted-? . 

. 68 Whence the hecessi t y of . .sight - 
1 brain g from books ? 

60 Whence the importance of memo 
riving the modulator ? . , 

. 70 Why are memory patterns ' of . 
use? . 

71 Give reasons for the practice oi 
memory singing. 

72 What now powers of dictation 
do the time exercises of this step bring 
to us ? 

73 Why should painting* from : 
memory as well 'm writing be con- 
tinued! 


PEAGTIGE. 


74 Hold a steady tone with one 
breath for twenty seconds. 

75 Bing with a beautiful forward 
quality of voice each part of Ex. 121 in 
key E, M. 70. 

76 Name pulse by pulse the chords 
in the first arid third measures of Ex. 
122, p. 45. 

77 Laa in perfect tune the second 
part of Ex. 122, while your teacher or 
some other person, with correct voice, 
laas the first, or third part, p . 45 . 

•78 The teacher haying caused to be 
mng to figures consecutively, chord by 

9u Ch fsrw'k* 


chord, Ex. 122, omitting the second rnca- 
sure, let the pupils say to which figures 
the chord D a was sung ; the same with 
Exs. 123 to 126. Even elementary pi ipils 
•should know by ear the mental effects 
of the principal chords in tkeir a posi- 
tion, pp. 45 to 47. 

79 I n the same manner let the pupil 
distinguish the chord of Ba in Exs. 122 
to 120. 

80 In the same manner let the pupil 
distinguish Fa in Exs. 122, 123, mid 1*24. 

81 In the same manner let the pupil ! 

-distinguish ih :Exsrl22- & 123.' : " 


82 In the same manner Ietthe : pupil, 
distinguish tri in Ex. 126. 

83 Listen -to, the lauing of Exs. 123 
to 126 and name ilie cadences, p. 48. 

84 In, the same maimer a» question, 
78. let the pupil distinguish the chord 
DMw Exs. 124 and 125. This and the 
following four questions (to 88} may be •' 
answered by the more advanced pupils. 

85 In the same manner let the pupil 
distinguish Dc in Exs, 124 and 1*25, 

88 bn, the same manner let the pupil 
name P/> in Exs. 124, 125, and 126, cave- : 
fully distinguishing' it from Lo; 



FOURTH STEP, 


87 In flit 4 same manner lot the pupil of Ex. 149 which the teacher points to. 134, 130, an 
name 1U> in Ex. 121, and ~VJ> in Ex. 106 The same -oath Ex. 150. select. 

126, carefully distinguishing them from 107 The same with Ex. 151. 120 The 

" ' 108 The same with Ex. 152. 127 The 

vs Tn the same manner let tlio pupil 109 Recite^ in exact time, the ex- 120,174,17; 

name IV in Ex. 120, and T/> in Ex, 125, amples in the second column, p. 63. 128 Mar. 

carefully distinguishing' them from "S b HO Taatai on a single tone, exactly in each part 

and hr*. as masked, the rhythms of Exs. 123, and sustain the ■ 

8.) The teacher singing or causing to 125. phrases, an 

be rang to figures (one to seven twice) li 1 Taatai from memory any one sense of the 

Ex. mb, let till} pupil decide on what of the Exs. 157 to 161, —the first pulse 120 Add 

figure the distinguishing tone of the being named. (see p 30) w 

iirT sharp key was heard. The same 113 Taatai the upper part of any 170 to 174 

dthEx.128. p, 50. one of the Exs. 170 to 174. * 5 130 Si^ 

!)d In the same manner let the pupil 113 Feat, as directed (p. 66} four 170 to 174 a< 
i.i me the distinguishing tone of the two-pulse measures at the rate of M. 46, which th! 
irst flat key in Exs. 130, and 131. Co, pause for two measures, and eon- 131 Folio 

ill The teacher singing or causing to tinue the beating at the right moment for in a new vr 

■0 sung to figures (eight to one line, six two measures more. A silent metro- guisMnjrton 

> next) Ex. 133, let the pupil name nomo not seen by the pupil is the best and the tw 

yzts .figure first the distinguishing tone test of this exercise. sino-hm. fn /«, 

1 transition, and second that of return- 114 The same, with four-pulse men- 1M Paint 

tg transition. sure, M. 90. ■ lator Cr 

02 The same with Ex. 136. Sevens 115 The same, with three-pulse moa- 133 to 144 d 

etre. sure, 1*1. GO. . ,,q ■.•.t-* *x 

Oil The same with Ex. 140. Common 116 The' same, with six-pulse moa- ofttoetwol 

ete.orcight-SOTS. sure, It. 120. * eVmW 

!« Itosameuith&r.us. 117 Singrto too with thethiu register 

,« Signal by manual signs anil from Ess. IBS or lffl wMBhera the tatihar not more fliffi 

;raoiy, so that muck pupils could sing chooses, p. 66. 

^ 03, 09, and IIS Sing to.torrith the thick regis- out k>oHn- I 

j an of 97. p. oi and preface. ter Exs. 164, 165; & ICG, whichever Vio bridge tone, 1 

16 Smnai, as above, the feat and teacher chooses. u hSK 

rd parts together of Exs. 86, 86, and 119 Sing to ltoo Exs. las, and 189, “ 0 Tell v 

— q;, , , rt— . ,. . whichever the teacher chooses, making to.* as direct, ..l 

the of the same loudness and 137 TeM 

? best breathing places (to 120 ‘ Mark, for the Tenor singer in as direc l ed > P; 

■ phrasing and the sense) for the Ex. 133 first, the optional tones and j, 3 ' 3 ^ „ Taatai 

: 7 em ‘ s °f 3 -33, second next the places at which it is most ad- three four-pul 

e Ar° P°^try, and Ex. 134, third visable to change register, as is done in s tep, whit 
oi. "tlie poetry. Exs. 170 to 173, and as suggested n 68 to you. Seep 

Add any marks of expression (p. and question 5S above. ,P ‘ bi 139 Taatai 

121 The same, with Exs. 135, 136 two or three 
W i, . , . 137, 138, 143, and 1.45. ’ ’ longing to this 

P n t a tmung-forlc the 122 Without, at the time, referring sliali sol- fact tr 

!? pp * f a A d 69 ’ t0 examples of 140 Sing t« 
? e 2f rt ^ ulse .P a ssmg tone-anticipa- any one of Kj 
g so much as a sten d 10 bu tl0n tone-hanging tone the examiner, 

^KStSr^SB^WofT?v- too guiding tone— horizontal forestroke taking the 
K « n“ y on< i? fExs * 333 — oblique forestroke — waving f orestroke 141 Write t 

i —unprepared forestroke. ° J b cal phrases wh 

Ex L W i firat udth tho Iy m ? n? v 12:3 Without, at the time, referring follows : 1st, 

^riththe vwcl^ £o vwel *“> 0 P- f ?^“plo 8 of the fufi “..rfatete me’r 

Enimchto lV l 4 ’ «;f( L ' -iv „ horaontal forestroke — the oblique fore- doh" — taa j 

[cf anTthen mVh Vhi t7l t V 5,c str< £ 0 “6*ho™>Pii»ared forostvoko. Mi, ran, me ” 

Earn .iite Ex « . l-\ Without, at the time rcfmms- “tafatefo m* 

!e<,aidthenViih«m^ ththo tn P- 69 > fl “ a “g^Plcs of the follmvitiff doh." 3rd, “ 

gidenees, E,—E,— »D,— rl>— weak ptdse -“Taa-aitcc 
ht«TOrte*im‘ &TW*kP!»toc/D. /ah me’’-" t a 
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FIFTH STEP. 

To practise more advanced Chest Klmg and timing exercises. To read chords disguised by notation. To 
recognise chromatic chords. To perceive the power of cadence and emphasis in developing the mental eject of a 
tone. To distinguish the various Modes of the Common Scale. To recognise and produce the characteristic 
cadences, and distinguishing tones of the Modern Minor* To recognise and produce Modulation and Transitional 


optional tones. Agility of voice. Sixths^ Eighths, and Ninths of a pulse. Rare divisions of Time „ 


Chest and Klang.— For each key the singers j 
change parts. At 51 GO the lower voices will have ; 
to economise their breath for 24 seconds. Key 
E?, the upper voices slurring each Phrase of six 
tones to the forward Italian laa, M. 80. Key F, h 


hooAng, M. 72, Key E, ImAng as above, Mb 60. 
KeyFJf, Sol-faing, M. 92. In all these keys Basses 
may use the thin register for d 1 . Tenors should l»ot 
need to do so. 


Ex. 178, keys E|?, F, E, and Chest and Klang Exercises. 

, :d ,n ,s d 1 ,s ,nVd ,n ,s d 1 ,s ,n :d ,ri ,s d 1 ,s ,sn :d ,n ,s d 1 :d,f,l d 1 ,l,f :d,f .1 d 1 .! ,f 

J Skaa - ~ - - - - la, Skaa - - - 

l Slcaaw . . . . . . ...... 


:d,f ,1 jd'.l.f :d ,f ,1 


t t n.a 

rd$i,t|,r|f .r.tiiSi.tur |f ( r ,t t : si,t|,r ] f ,r .t,:si.t u r l«d' : 


Examination of Voices. — Since the proximate 
classification of voices,, at the third step, p. 29, 
many voices will have changed. Cultivation will 
have developed new capacities. Each voice should 
therefore be examined afresh, and a report of its 
present physical condition drawn out, shewing its 
easy Ooifipass, and its Quality and Volume in each 
register. The teacher will know, by its Best -Region, 
whether it should be called First or Second Soprano, 
First or Second Contralto, First or Second Tenor, 
or, First or Second Ba-ss. In large classes, and in 
ordinary evening classes, the teacher will not have 
time to go through, this important process, unless 
he can command competent assistance. But, where- 


ever it can be done, every pupil should, several 
times in the Course, receive advice about the cha- 
racter and management of Ms voice. Ho should 
in fact be “put in charge” of his own voice, and 
expected to present it in impro ved condition at the 
next examination.* 

Toning Exercises, for the purpose, described at 
p. 14, can now be continued, and with the same 
process'— except • that there can be no changing of 
. parts. "When the men’s voices are practised, the 
parts marked for first and second Soprano, should 
be sung by first and second Tenors, and those 
marked first and second Contralto, by first and 
second Basses. 
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: See p. 108, and the “Voice Beporfc Book,” Is. 
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Ex. 179-180. 
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way-all tears* — 
j nei thcr sorrow 
— • | any more 

arc-ar rayed *in 


| from their 
nor cry ing 


pain — 
white 


’And God-shall wipo-a 
there-shall-be no-more death — 

. ' . Neither shall-there be 
are passed a way —* 

. . , JJ r hat;~are tJicscnvhich 

— came — they — 

. . Thcse-are they- which came out-of j great tribu lation 
robes ’and made-them | white in-the blood of-tho Lamb - 
. Thcy-shall hunger-no more . neither | thirst any i 
sun light- on them . j nor — an y heat — 

. For- the Lamb -which is-in-tho niidst-of-the throne 

. And-shall lead-thorn unto | liv ing fountains of waters ~~ 
{j: . ’And God ’shall | wipe a way — jj All — ; | tears 


robes 


shall 


eyes — | , ’And 

For- the for mor | things 
— || And — - I whence 
. And-have washed-their 
— || , Neither-shall-the 

| feed ~~ 
from their 


them 


eyes 


Disguised and Chromatic Chords, —In Ex. 177 
the chord on the 7th pulse may at first he read 
7f, ‘Ec, hut a little study of tho modulator, and a 
quiet listening to the progression of the chord, 
show it to be 7 S<\ It is disguised by wbat is called 
the improper: notation of transition. (See pp. 52, 51) . ; 
In 'analysing disguised: chords wo write the true 
name of the chord, and its resolution in parenthesis 
thus: — ( 7 Sr D.) 

Chromatic Besolution,— The same chord at the 
12fch pulse of Ex. 179 is not a disguised transition 
chord, because it is resolved chromatically. (See 
p. 52) . Instead of moving to S, which would make 

.Ex, 179* key 0* 


a real (8 I)), it moves to Be, a chord which, like 
7 S and I>5, has a peculiar; power of , deciding th? 
key. 3>, while it is itself the very Tonic of the 
key, puts also the very dominant tone of the key 
in the most prominent position, —the Bass, Thus 
: the chord 7 kK, threatened a transi tion only to show 
how fast it clung to the original key. In the same 
way we notice that ta D in the loth pulse of Ex. 178 
is only 7 S disguised,. It makes the transition which i 
we express thus, ( 7 S I>). But, tho same chord in 
Ex. 179 — 4tli pulse, is not a disguised transition 
chord, because it is resolved on 7 S, tho deciding 
chord of the original key. 

IK G, d/W. . 
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Ex. 180* Name all the chords in Exs. 177 to 
179. 

Effect of Accent, Cadence, and the Over- 
fif&h in developing the mental effect of tones. It 
is easy to understand how tho placing of any 
particular tone under the strong accent of a time, 
will necessarily bring out its proper mental effect 
into notice. It is also easy to understand how 
those resting points in a time, cubed Cadences, 
p, 48, must give emphasis and importance to the 
tone on which they close. A close implies a 
pause to follow, and even in Elocution, a pause 
after a word gives it emphasis, In these Rhythmic 

Sii Co, flfswj 


close3 there .is also, very commonly, a descending 
motion of the Melody which gives weight to the 
tone it falls upon.. Tho very name--- 44 Cadence,” 
springs from this idea. But another source of 
.emphasis. is more easily felt than explained. It is 
the influence on. any tone of its over-fifth, or what 
is the same thing, of its under-fourth. Though 
we cannot give reasons for the power of the over- 
fifth in music, it may be interesting to observe that, 
in the . order of consonances, the Fifth is, next to 
the Octave, the most perfect, and that tho Fourth 
is next to it in truth of accord ; that when, a musi- 
cal sound is resolved into its constituent parts, the 



old Greek and Latin musio there wore as man. 
Modes of doing- this as there are tones in the Scab? 
In each mode special predominance was g?yen £ 
some one tone. Bren to the present day the 4nt 

natl ? n£1 of Fersia > Mo, and China, “who 
dislike our harmony, are exceedingly exact nhA + 
the correct intonation of the v^ious mod £ ° U J 
melody. (See examples in the “ Historic-il Sliced 
MW, *« “ Common Places of JW C ” " 

«>f tke old music of Scotland, Ireland, Wales' 
and England, cannot be written as still tradition^ 

. sung, except by the nse of these modes In when 
(as m the case of “Martyrs” in Sjo , 

“ Bangor ” in Wales, and \ther wfl d> 

[ tunes) musical men, seeking to be wisewSn 
Bach and Handel (who rc-co~rnVral +i,, e , “ 

altered the melody to suit th?“m 0 4d • eS)> 

g*ys8zj 

Unglt fcg 

Greet S irZTlZ’^ tU 

a, stAansra'^ 

of Doll is almost exclusively used m°n m , Gc!ot ’’ 

and among tho n 

ancient times, the Sera, in -,- mw 5 railed, in 


Ihit in the last line, by the influence of its 
over-fifth, by accent and by cadence, 1 again 
predominates ° 


Martyrs.” When mitten according to the oldest 
copies, those which correspond with the present 
singing of the tune in the Highlands of Scotland 
the tone r is made to predominate, in the first line 
oy its twice rising to its over-fifth, and making a 
cadence on it ° 

•T If :r II :f in :r J1 |[ 

In the second line by its cadence on the under- 
fom-th ; — 

• I U 1 :1 it :r> J 1 | - |j 

In iho third lino by its cadence : — 

:1 U 1 :s |1 ;f (n :r (1 || 

And in the last line, after three cadences on tho 
a v€T y decided cadence on r itself 
falling from its over-fifth 

•'d 1 it ;s Jt : 1 [r [- || 

The Modes — This power of making anv one 
tone of the Scale so prominent as to stamp its own 
onaraeter on tho whole or- any part of a time, was 
Wl| understood among all nations, long before 
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f This melody could have Tbeen written so as to 

I begin on 1 instead of r, without altering the intor- 

I vals. Melody alone would not decide which mode 
I it is in. When harmony began to meddle with it, 

j a “ leading tone ” to tho r was wanted, and ^ the 

| three d’s were changed in some printed copies into 
| de — which is a small step beneath r. In this form 

: ! ' tho tune appears in Esto’s u Whole Book of 

f Psalms,” A.D. 1592. But, so strong was the 
resistance of the popular ear to such an alteration 
of tho melody that, forty years later the tune 
appears in John Knox’s Psalter -with the first and 
second d’s unaltered, and only the last made into 
de. Later still, harmonists found the May mode, for 
other reasons (See “ Construction Exercises,” p. 90.) 
unfavourable to their purpose, and wrote the tune 
in the Lah mode, altering the three notes as before, 
thus - 

:1 1 1 : t | d ! : t [1:1 I sell d> I n>:r> I d>:t fd’ || 

1 n j :r ! 1 d l : t 1 1 :1 | sell d* 1 1 :1 | 1 :se| 1 || 

But the alteration of the notes in the books did 
not necessarily alter the tones of the people’s 
singing, and wherever books and instruments do 
not dominate, there may still be heard the clear, 
firm, solemn cadences of the old melodic mode, 
j X :1 | s or in its older form | r :r | d 

and |1 :b j 1 or jr :d | r. Thus, 
in the Highlands of Scotland, this time is still sung. 
Even in England the modern version of the tune is 
seldom used, except where there is an organ or 
some other instrument to make the voices sing 
according to book. It is felt by all that se intro- 
duces a wierd unsettled effect, and greatly alters 
the whole spirit of tho tune, . It creates also a 
difficulty in striking the & 1 with which the next 
* n — - | 


fl 
n 1 
~-cU 
il t 


line begins. The ear naturally regards 
se as a new t, and can easily strike after it, 
t or r 1 , because they have something to 
correspond with them in the supposed 
new key ; but is puzzled to find dk (Bee 
the diagram at the side). Bo, in the 
history of this tune, a curious thing 
happened. When musicians began to 
alter its melody, the people in the 
churches of Scotland, without presuming to resist 
the demands of harmony, or to contend against a 
learned Precentor or a Choir, fell instinctivelyinto 
the expedient of striking some other tone of the 

St* Co* (Kew*J 


I 

se 


chord , which was easier than th8 uncertain se, 
and from which they- could more easily rise to 
d . A new tune called “ Coleshill not interfer- 
ing with the harmonies of Dundee, was the result. 
It reads thus : — 
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The Boric or Kay Mode,— Before the introduction 
of modern harmony, this mode was the principal 
one used for worship. Throwing its emphasis on 
the earnest Sprayer-tone” r, it was strong and 
hopeful as well as sad. The softer Lah mode can- 
not take its place. Much less can the modem minor 
with its sense of restless unhappiness. In Wales, 
both North and South, this mode is much preferred 
to the Lah mode, and popular tunes, printed in 
one mode, are sung in the other. The difference 
is easily observed, because (in addition 
to the question of the artifical leading 
tone) the expressive cadence d' 1 1 in the 
May mode, becomes sf min the Lah mode. 
It is like transition to the first-flat key. 
(See diagram). Let the pupils notice and 
describe the changes of melody, which 
would be necessary to put the tune 
t( Martyrs ” above into the Lah mode. 
Lot them do the same with the following 
old May mode tunes— singing them in 
both modes. The first is the burden, or 
chorus of an ancient Christmas Carol 
«« Nowell, no well,’ ’ which Mr. Chappell 
ascribes to A.D. 1460 ; — 
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The next — “ Bangor,” is. a tune of the ancient 
British Church, as it may now bo heard in the 
churches of W ales and Scotland whenever sung 
without book or instrument : — 
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aucca for harmony’s sake the 

£■ the sake of molodV. St 

t not so otten substituted for f 


fad f" Tbf' Vi r° P? ss «S«. 
1 1 f horeioro, m sneh 

m introduces 
d ho u sos ill place of f. 
0 as 1 I s related to t 
J |se : ba 
** 1 and 


melody. Harmony 

principles. The chief r«v introduces new 
W is Ww^clE 1110 of ,^ ra bar. 
called the Tonic Ohoi-d ZiS -? P artloular chord, 
and then makes the ehowf* ?i’ eoccu Py tho ear, 
dominant, and that on oa / s wer-fifth, its 
dominant, minister to it rp h * m derr fifth, its sub- 
Of those terms are given o/m ™ a £“ gs » s « 
at p, 48 , this mnuhnin 44 2/j aa d 46, and 

iUuLttcd ^ thcSenees ^hord Eolation” is 
soe, hut listen to those cudenff ° 3 °-ii v510 ? ot onl .V 
what is meant la the understand . 

mode the chord relationship ° n> c Gar 1 

pleasant. Two strong major cCrds^ndPl^ ’ 
hfths apart, yielded and ’ b . F > two " 

chord 1), which stood oS?if?^ OTit > r !° the 
Xhc modern minor is an between them, 

chord relation to the X^ niod^ tho mnc 

modo, except that of the V* 

< s “/ «■) ^s&srss?* | 

Xu the Lflh mode T -n m j 

*~T" Dominant, and It the 4nl ^° ni ^ ^ 

/ all minor. Th6 W ^-dominant «*> 

tt lf^d the third of the 

(S) the chord 1 dp w / % Ti 1 * 1 ' ^ making 

Sfss-F 1 ? i 

- r S-o,1 ? few tS£ i 

■■.4 d y»n1mg r stepivi S0 ^^ Ci % { 

•It... wtotod to 1 as t is f„ l?^ 09 - g a »• 1 


I Difficulties of the Singer. _ Those arise fron 
| the modern minor, with its altered notes, 
1 being like, and yet so unlike the 
f— minor oi : the same Tonic. Sec diagram 
H S at tbo side, lhe oar is drawn awar 
tioiu the boy and confused. To prevent 
r f I n 3sl)u f, t . otram . tho singer to iini- 
— n ,;.,L. , nia -l OI > llot the 2W e 

i d_- anil so to keep the DoU in mind, 

t r Dims the teacher patterns on the modu- 
I ° 1 : , di ‘ :4> I nndimmodiflidv 

I I d tuUows it by j dl_ : 1 | se : 1 j . After 

* 7 a J xme bo will give any muior nhraso 

88 t Tim dir f ?f th i° c oiTcsponding minor. 

, , Inol already noticed, of sirik- 

ba 1 fo T niter se is increased by the intro, 

f— ^ Ct > qi V 0t b ?’ because ba strengthens 
H S of a change of key. This 

iceling* also makes it difficult to strike f 
r f fefPpcwHy by leap) as is seen hy the 

. diagram at the side, and felt by all 

singers, ft will bo easily seen from the 
diagram, and has often boon felt by the 

this :ra | ,ba a ; so 1 ’’ n T ?“ d f n « Sl !f a P 1 ®* 50 ?* 
pasM^e as this : m [ ba : se | 1 • i‘ 211 

y&“thev f fcUinS U1 ‘° n ih0 S '“° »Ote 

« no.lT« .f b68an ’ scMctimos sing de na 

tlmltdo fc SneJ, t l ° m - 0f t1le ke r drawn at 

tliosme. buch exorcises, as flm 
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key B!E l is G» Compare Ex. 123. 


Bui few composers understand about this. They 
therefore . sometimes introduce tones which give 
great trouble to tie singer, without aiding, in the 
least degree to the . beauty of the music. When 
composers write for a hired theatre-chorus (who 
dare not say that anything is difficult— much leas 
iiint that it is unnatural), wo cannot wonder at 
their mistake, liven Handel has sometimes thus 
erred, and Ills notes to the phrase “ Till thy people 
pass over, 0 Lord,’’ are seldom correctly sung even 
by the Handel Festival chorus at the Crystal 
Ihilacc. Tonic Sol-faists, after this warning, 
will know the difficulty and master it. Modern 
composers fur the voice ought to know the diffi- 
culty and, except when it adds beauty to the music, 
avoid it. 

Tne Exercises.— As the modern minor is so much 
the creature of harmony, it should be first studied 
in such exercises as the following six. They are 
simply previous Tuning Exercises changed into the 
modern minor : — 

Ex. 181. key .13. Z is 0$. Compare Ex. 85, 

(if II :1 I se:- II sell :1 II : se 1 1 11 


Chord Relation in the modem minor. I is the 
Tonic of tho minor inode as I) is of the major. 
Therefore M<> or with its commonly-sharpened third 
se i/, is tiie Dominant, and It the Sub-dominant. 
What is said of the relations and habits of D, 8, 
and : F (pp. 21, 26, 27), applies almost equally to J>, 
6c d/, and It in the minor. What is said of *8 
(p, 46), applies to and the habits of (p.47), 
are imitated, as far as possible, -by ^ 2\ and so on. 
For exactor particulars— See « Construction Exer- 
exses p. 00 to 101. The chord M (p. 46) is called 
the “ Mediant ” in the Major, and I) is called 
“ Mediant ” in the Minor. “ Minor I) ” (that is 1) 
in the minor mode) is as little used as Major M, 
R is called the “ Super-tonic ” in the Major, and 
T in the Minor. “ Minor T,” and “ Minor 'Tf* 
are used like R and r R (pp, 46, 47). Lis called the 
“ Sub-mediant ” in the Major, and both F and 
BA are Siib-niodiitnts in the Minor. T is The 
chord of the “ Leading Tone ” in the Major, and 
SF in the Minor, Ko chord on the flat-seventh, 
of the ‘Minor (S) is Used in . . distinctively Minor 
passages. It will he noticed that we write the 


SB 



influenced by the habits of the major mode; for 
' Hug we say 
The student should 
every -'respect-, 
lake the com- 
3 two versions 


the same purpose of distinction in speak 
(i Minor X,” “ Minor l 7 ,” &c. 
compare the above six chants in 
with their major -prototypes. To 11 
parison one of ear as well as eye, th 
should be Imd softly, the student 
major while the minor is sung*, anc 
while the major is sung. 

Ex. 187. Name all the chords in Exs. ' IS 1 to 186. 

Modulation originally meant singing* in mode. 
We use it for a change of mode, as from the D 
mode to the L mode — from the major to the minor, 
or from minor fa major. Major tunes frequently 
introduce touching cadences m their Lah. mode 
or p “ Relative Minor.” (See Exs. 195, Meas. 
23. 212, Meas. 14). And, it is almost a necessity 
for a minor tune, that some large portion of it 
should be brightened by modulation to the relative 
major. (See Exs. 189, —5th Meas., 190, —11th 
Meas., 191,— 5th Meas., 192,— 4th Meas., 193,— 10th 
Meas). And even in 188 and 194 there are short 
phrases of major, with f and s to distinguish it. 
Transitional Modulation.— When the music 
changes both its key and its mode, at 
Cl 1 the same time, some beautiful effects are 

t PI introduced. The commonest change of 

this kind is that from the major mode to 
1 x the relative minor of its first fiat kev. 
se-cle £bis originates a new “ distinguishing 
d tone” which we call (on the “ improper 
ha- 1 niethod of notation) de. The bah is 
often used, disguised as t. The phrase 
: x | de : V : dej r is really : 1 | se : ba : se j 1. 
pec Ex. 234, Meas. 5). This “ transitional modu- 
S cl lation” is more frequently used in Passing 
t than inCaden.ee modulation. (See Exs. 

£ 2oo, 245, and 236.) Additional Exercises, 
ri 1 7~ P ‘ score; p. 47, 4th sedre; n. 

re-se ih st s S orG ; p- 52 > lst scort! ; p- H 2 nd, 

ord, . and oth scores ; p. 80, 4th score ; 

8 5 2n £ score, and p. 60, 1st score. 
Another, though not a frequent Tran- 
a t sitional Modulation, is that from the 


li 'lseplj. :t { .s''0| . 
hood* s home,*faro - 
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lung heart and 
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OUR I 

Note.— S ing- it firmly, with the u pressure form 
Ex. 189. KEY c. Z hi A. 1L W. 


every second pulse of the measure 


I nigh 


menti when 


SUMMER IS GONE. 


Am, “ Fortune, my foe 


1. Sum 

2. Sum 
S.S. a or T.T.I 


■mor 


gone. 
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The song -birds all ha 
Though spring a - gain wi 


I Sigh; 
Those 


on, ye winds, 
dear, dear friend; 


snm - mer days art 
me can - no fc re 


THE CHRISTIAN’S PARTING WORDS. 

Words by James Montgomery. 

Ex. 191. key C. I. is A. M. 50. 

11 :l I ■^ ■t V l.jae :se se.t :1 ,se|i :1 . 1 , c !h t ,1 jn 
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Let me go--I may . not tarry,' 
Winstlmg- th us -with, doubts and k 
Angels wait my soul to carry 
Where ray risen Lord appears ; . 
Friends and kindred,- Teeep .net so, . 
If vo love me, let mo go. 


Heaven’s broad day hath o’er mo broken - 
Far beyond earth’s span of sky ; 

Am I dead ?— -'Nay, by ’.-this-., token 
Know that T have ceased to die. 

• Would you solve the mystery ? 

Come up hither, come and sen. 


DRIVE BULL CARE AWAY, 


care 


j 2. Come 


corue, 


s : n \t :-,tl :r n :~.r id 

Ban - ish your sad - ness and join in cur 


! Ban - ish your sad 


ro w be 


and be rmer - ry 
•baiisei I It ■:!] 
and be f mcr - ry 


And 


gone 


Word; 
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FOBCHVE THINE ENEMY. 
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Chanting. — The pupil will now leam Jhe recita- 
iionr. of Exs, 177 and 178, payiri g ; special httentioa 
to the Consonants as tauglit at the last >Step, 

Ex. 196. Sing to words Exs. 177 — 178, having 
first learnt the music by heart. 

Arranging Recitations. — In connection with the 
study of Chanting, it will be well for the Teacher 
to give out a portion of a Psalm of some other 

Sh Co. (XewJ, 


passage of Scripture ; to be fully marked for Chant- 
ing, with Cadence •■‘bars, Pulse divisions, Accent 
-• marks,; and, Type-expression. , (Secpp. So, 36, 59), 
The comparison of these various plans, before the 
class at its next meeting, will prove both a fine 
exercise of taste, and an interesting' study of the 
sense and meaning of the words. Besides, the 
Tonic SoFfaist should give himself the trouble of 
mastering’ all these principles of recitation practi- 
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e?aUy» for ho may some day have the duty and 
Happiness of leading* a congregation, and 'then, 
\vhothcr ho uses a book marked for recitation like 
r/ur exorcises or not, he will require a practical 
r iia story of our principles, unless ho is content with 
tasteless, sinful “ gabbling* V instead of chanting. 

In commencing such exorcises, tho student will 
first cut off the cadences, He will naturally try 
to arrange these so that the musical accent may 
correspond with the sense of the words. This 
ciinnot always ho done. The attempt to do it, in 
difficult cases, often leads the marker to put too 
uiany syllables into tho pulses of the cadence— so, 
Unit when it is sung* quickly, as cadences should be 
si^ng, an irreverent dancing effect is produced, and 
v/hgn the cadence is sung slowly, it naturally makes 
line recitation also both heavy and jerky. The 
practice of putting several syllables into the pulses 
o£ a cadence, compels the reciter to put many sylla- 
bles into the pulses of his recitation. kit is certainly 
bc'-ttor in the cadence — as far as sense will allow — 
to keep only one syllable for a pulse. Compare : 
u % . Which ] siil let h the : noise of the | sens 

: * the noise of 'their j[ tcaves ; and the 

tumult : of the [ people ” with " : .... Which . 
slilleth the : noise of the, J seas f:; . the 

■noise : of their j waves : and the ) | 

:. -iu -: ; ■ ■■■: mult j' of ; the j peop leF The last 
oafi bo sung quickly; the first must he slow and 
lu„civy, and still jerky. 

Jn preparing tho Recitation, lot the student first 
moke sure of its beginning and ending. For ho 
rmtisfc remember that the chant is a mixture of 
Speech and Song. The Recitation is Speech ; the 
Cutlcnco is Song. This necessitates some compro- 
mise, at least some “ management ” at the points 
(before and after the cadence) where Speech and 
So fig* meet. As an accent comes at the beginning 
of every cadence, there must always bo before it 
either an unaccented pulse, or a pause of a pulse 
supposed to bo unaccented. As we cannot well have 
two strong pulses together, it is unnatural to make 
any other than a weak pulse between the reciting 
tone and the cadence. Thus, if in tho follow- 
ing- sentence we feel tho necessity of emphasising 
hot Jr " martyrs ” and Upraise,” we should not 
attempt to write—" : . The | noble : army 

of | martyrs ] praise ” but . the | nolle,, 
i army of j martyrs *. j praise, &c. As every 
ttvU-neo doses with a soft pulse the mind naturally 
expects tho strong pulse to follow, and if the words 
mil Hot bear tins, you must give a pause to lot tho 


accent pass by. Thus ** | Thee : — jj * , The 
\ holy : Church : throughout ] all n or 
■" better thus “ : . The ' : holy ] Church F 

Another hint is this. It is important that ilio 
student should use a metronome for his recitation, 
else he will find himself continually varying h:s 
rate of movement, an l that cannot bo done by a 
great congregation. It is very unnatural to harry 
the pulses of the reciting tone and slacken those- of 
the cadence. They should all move at the same 
rapid rate. ' If you chant slowly it is impossible to 
make the pauses indicated by the dots. 

In further studying the reciting tone, the careful* 

. marker will observe; that the two-pulse rhythm is 
!. the most common and easy, but the best speech ; 
contains a well-arranged variety. As. a ■ general'':’'; 
rule, the rhythms in which a passage is best said 
are those in which, for chanting, it should be sun>. 
Chanting, however, is not private, talk / ' it, is public 
speaking. Public speaking differs from private 
talking in this — that the pulses in public speaking 
arc necessarily more regular, in ‘order that the 
voice may carry further. The student, moreover, 
must not despair if he finds it, in some cases, ex- 
tremely difficult to reconcile sense and rhythm. 
Prose is often written more for the reader than the 
speaker. The prose style* of a Bolingbroke, a 
Brougham, a Gladstone, or a Bright, 1 ” is quite 
different from that of a student or a learned trans- 
lator, who seldom speaks further than across a 
table, and it is altogether more rhythmical. It 
was not all the translators of tho Bible who studied 
the rhythmical structure of their sentences. While 
the student is thus recommended to exercise his 
judgment and taste in deciding which plan best 
expresses the sentiments of the words ‘and best 
draws out the voice of the whole people,— ho should 
he always ready to unite cheerfully in the “use” 
which he finds established in tho church in which 
he worships. 

; The following hints arc for tho Precentor. First. 
avoid chants with high reciting*- tones out of tho 
reach of ordinary voices. Long recitations on a high 
tone are screaming impossibilities to a congrega- 
tion. Second, avoid chants with wide intervals” in 
the cadence. Such cadences are not like the nat urai 
cadences of an excited public speaker. They are 
almost necessarily slow and heavy when a contnv- 
gntion sings them, and “slow” cadence makes 
jerky recitation, 

Expression. — At page SO, a brief and superficial 
reference to this subtact is rndn r n» A - 


« r ? ov S lvc a t0 lct the ‘ reference to this subject is made, Yke pupil being 
/SA Co, [Amji * Beffiuw the pu&wyf rotation mA <^n«e should move at the sme rate, 
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now well grounded i a 1'h, e doctrine and practice of 
; line and tiuio. Is 'free to give full attention to ' 
cxpix;>sFa. The subject is one of great intellectual 
a ,d artistic hamY-i. Mid both voice and mind 
should go thy nigh a thorough, training in ex pies- 
■ i jo, r j lid cl 11 f el merits of expression arc $pe>; d 
and force* JI >w speed of movement influences the 
* 5 l* tic rail « * > of tones lias boon shown — p. 28. 

lit nr tin various Degrees of Force can i nil nonce 
expression is never known until the pupil has really 
Feral in control his own hinging in lids respect. 
It is one of th j dmph : t, easiest, most Directive, and 
?./W )i€jihckd of all the contrivances of music. 
Ordinary singers employ either an uniform weak 
drawl, or an equally uniform shout, They have 
never cultivat< d a medium force of voice, and they 
can never give that light and shade of sound, 
will In like the varied distances and lights in a. 
painting, throw such a charm over the musical 
pFlnre. The first thing to he secured —the foun- 
' of F Igb’qlf.' hdeliy ery ; 

2 /ere Isti , 

F .;I;.Belivery ol 'the Voice.-— In;. singing,- ; ,the ./student . 
must remember that he is not singing to the top of 
his hood' or the bottom of his throat, or to the 
inside of his month, hut to an audience in front of 
him. Ho will, therefore, direct his breath ont- 
: wards, an, , h ■ steady? } weU-reguIat cd stream, ■.keeping • 

: hi- tooth always . wide apart — even when he has to 
round his lips*' 'By this moans ho will avoid shrill 
bird- warbling;, bass growling, and' vaguo humming, \ 
t, and will produce a rich) round , (one,; without ' diseor- 
dual upper ** partials, 5 ’ Ft;'/ ■ . ■■ 

r . ''-Atiaek 1 : ahd '' 'Selfiase.-Fplosely poimekted ; with a 
good quality of sound, and essential to its pro- 
duction is tliat- clear striking of every tone — that 
“ good attack,” as M. Fetis calls it — ■that “ shook of 
the glottis,” as Garcia describes it — that firm, but 
light and elastic* “touch” as Mdme. Seiler speaks 
vt it — which should become a habit of the singer*. 
Every lone should Lave a sharp confident opening 
a,- well as o d Eli net close. Tt should be like a newly 
cut o fm. “ Any one/' says Dr. Lowell Mason, “ who 
gives ntlontWi to the production of tones by a good 
i i t d nnaentali t, or to the manner in which they 
Fa ’ike IF; cp.v when the 4 attack ’ is made upon 
thorn {or when tlioy arc first brought forth by a' 
skilful player} , cannot fail to observe their great 
suptaFril\ in ] roihpthess. and energy of delivery, 
to the, usually heard in binging. Indeed, choir or 
chorus singing' can. hardly bo heard without re veal- 
m* do% (Mwj* gyFP’i V 


iug the fact that whatever proficiency may have 
been made in reading music, so far as it relates to 
time and tune, the proper use of the vocal organs 
In the enunciation or* emission of tone lias been 
sadly neglected.” Any one who, in the Crystal 
Falaco or elsewhere, has heard, some great artist 
'singing with the accompany nent ol 1 a vast chorus, 
must have been filled with wonder to notice iimv 
easily the artist’s voice was heard above the 
thousands of uncultivated voices. It was greatly 
because the artist had formed the habit of good 
attack, and made his voice reach the ear more 
quickly and more truly. The increasing habit in 
singing classes (when time, tunc, and words arc 
learnt) of studying delivery and expression, with 
chmi booh', under the guidance of the leader and 
his baton, have done much, in England to remove 
tin’s defect, — of bad attack. . 

Mr. F. Kingsbury, in his sensible pamphlet on 
the voice says : — Bass the breath in a small stream 
letting it commence strident!/, a s if produced by the 
sudden opening of a. valve, but without any further 
effort* unnatural forcing of the breath must bo 
avoided, while care is taken not to let it ooze out* 
By this prompt attack, after a few experiments 
the -singer will positively feel the back of the throat 
and month smuttaumtsty filled, as it were, with a 
solid body. The muscular power of these parts is 
felt to grasp or lay hold of the sound. This sensa- 
tion of laying hold of the tone should always be 
present to the singer. He will then bo conscious 
e£ a power to mould and shape the sound at his 
will. 

The following hints from Mr. Ellis will assist 
the teacher in observing, and the pupil hi learning 
the proper mode of attack. Only, that which he 
calls the “ clear attack/ ' forms the true action of the 
glottis to be practised by every singer. In this, 
the vocal membranes are brought into contact 
exactly at the moment when the 1 ueatli is made to 
act upon them. In the “gradual” attack, the 
vocal membranes arc brought together wkifo the 
breath is being emitted, so that the passage through 
whisper to voice (whisper being speech without the 
vocal membranes) is unpleasantly audible. As ibis 
attack is common in speech, it is the mure neces- 
sary to guard against- it in song. If causes what 
wo call u breatlixnoss.” In the “cheek” of the 
voice, the vocal me mbranos arc. brought tightly 
together before the breath acts upon thorn, and are 
separated with a sensation, of a click in the throat. 
Only for an extreme staccato effect should this he 
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ascd. In the “jerk,” the proper clear attach is 
m,t<lo with the addition of a sudden jerk of the 
breath, produced by the diaphram or muscular 
floor on which the lungs rest. This jerk can ba 
easily felt by the hand. It is the proper form of 
iht., o^puate II fur the singer— -that is H without 

iiw thine S* P eare musfc hG taken not to 
aUo '\ a oi yrmd to escape before the vocal 
membranes are brought close enough together to 

JSlat lnth ? “ slurred” attack 

(tiiat is the attack on the second vowel, or the con-' 
tmued vowel m a slur) there is a simple relaxation 
3 tithe amnion of breath between the two vowel 

lvt P ? SCS +i t iat 110 YGry sensi blc sound is heard 
between the two vowels, and no “ clear ” attack is 
Iieard on the second. The distinction between the 
fell E and the glide (p. 61.) is this : In the glide the 
\ 0K r C0 5 ltinues m fu]I force while the organs are 
pacing tronx o no vocal position to another, and in 
the blur the voice is continued, but with great ! v 
lessened force. This is true — both in music, when 
we pass from one tone to another, and in speech 
when, without change of tone, we pass from one 
vocal position to another. 

■ « Jlln'fT 30 ” 0f the vowcl hy ft clear action of 

leiiTm S ft® ragged ends to the sound, 
biioiild he very caretully practised. It produces as 
beautiful an effect as the clear attack itself. The 

te ?£f T f his m)ils tr V aU tllQ various 
moccs of attack-, but practise only the clear attack, 
lire power of recogmzmg execution helps the 
pupil to Understand and enjoy that which is pood 
Degrees of Force, --To give his pupils a proper 
command of their voices, in this respect, the 
toucher wi 11 find distinct and frequent practice 
n c ucssarv, Ike degrees offeree lie may introduce 
m the following manner 

me a * 0110 to tJie °P sn L.ur, at an easy 
pitch of your voice, which shall be neither Mno r 

Yr V v sha11 CfllUt >^ neither feu* 
f a >es, it is called a medium, 

or to use the Italian word (which has been adopted 
into all languages for this musical purpose) a mezzo 

i n 011 ?? °f H xe vo . lce * Let 115 write «? in the I 
^x! I97 h0 * f ° r and m can | 

1 1 y J J 1 P p p p 

it :1 I ,1 ji • 

Ex. 198, 1 1 4 1 f ■ 

( I P P P if / r V 'A 


I f f co? wheu °ver I point 

: tneiv,. Let each one try to fix in bis n ind wlnr 
is his own medium force of voice, and learn Wo 
duce it at command Sing it ’now, , I ^ 

“Sing the same sound lm l erf ]? ov 

lrtterT n w W ° Sf 0 Vf 1 /■<»•/<. (forfeit) or t!m 

Wa “k LZ U t0 - tho ^ <* 4 on the 

/:/.)» &o ) ‘ ‘ ^ m X point.” («. 

wAlh Adbn SOlm , d s .^; «ie soft sound 
fotfer fwf (pyaa-noa), and the 

thus :!: ' V U Writ3 p ’ t0 tho loa of tho 


.“Now sing with ‘medium,’ ‘weak,’ or ‘stron-. *■ 
(mezzo, piano, or forte) power of voice as r 'Jkf 
to one or tho other of 'these letters.” TV t Sr 
points sometimes slowly, sometimes oniekfo s™ l 
times in one order, sometimes in anothti-LdX 
pupils sing accordingly. 01 > ““ ta0 

When these rough outlines of vocal fciw 1 ,,™ 

sec e urJ°H rta f ed l and a good command of thorn 
secured, the teacher may proceed to develop in -i 

l ® umlar ntanner, tho intermediate and the e’trcmr 
degrees of force, using the marks mp 

. ut, a ices, ana ,//. (fortissimo), and (manisti^r. » 
for the extreme degrees, loud and / soft’* 
Let the teacher show, by examnlp tW •! * 
jiossiblo to give a very loud tone without srnaZ 

siSinaSon vT UI W 3l;ive th ® Mowing 

PP‘ P- mp t m . mf. f\ y p 

and use Ins breath economically,, The exm^e ii 
of first importance. ' ^mi^e is 


' P P 
(X (Xtnrj 1 


■TiJ inverted full poi^ marks l necif on thj syl f( 


Ex. 199—203. 
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s. of music - teaching, "by which ' Nagcli and 
’s had created a musical revolution in. Germany. 
3 Ms “Boston Acadeniv Marmal of Yoeifl 


Crescendo (Iu'esli'jirdoa)»*&c. — A Ion 
a succession of tones passing gradually 
io or pianissimo, to the forte or fo 
called a crescendo tone or passage. A lo: 
a succession, of tones 'passing 'from the 
fortissimo, to the piano or pianissimo it 
'decrescendo or diminuendo ^ 'tone or pass? 
gradual passing fro m. pimmsimo to fort i 
bade again-' to pianissimo is' called . a swell 

The crescendo is indicated thus, 


StSldlO IS 

tone or 


° forte or 1 Pressure and Explosive Tones. — Pointing on the 
5 called a “ scale of force,” as above, let the teacher cause 
v v f. Tho • his pupils to perform a v. cry rapid ercsecudo, A tone 

i&fno and delivered in that manner is called a “ pressure 

tone.”" It is indicated thus (<). In the same 
manner a quick or sharp diminuendo will produce 
the explosive iione ; ” : - marked thus £>■). This 

nmannor-pfidekverittg:.ait0hp : 'is also called sforzando, 
and marked sf A combination of- the two last 
inodes of delivery on. one short tone should, be 
hhiprdssed : ;thiis;;|^5 > ; : This musical ornament is very.; 
elegant, . but-. di.Iieu.lt to perform. A tone delivered : 
with equal force, from begiimihg to end, is called 
! air “ organ, ton and . may be indicated thus (— ). 


The swell thus, 

For the development thus far of the subject of 
force in music, the Editor is indebted to !>r. Lowell 
Mason, of America, who was the first to reproduce,: 
in the English language,;- the- Pestalozidan prin- 





■* - : 
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and just intonation is very diSicult. Echoes are 
commonly sung by a few select voices in another 
room, but, for the prwtico of pi a n'ssi »>, it U bettor ■ 
that they should bo sung* by all. When c truu 
blended and real p.'cmhsiiao of mtvt?, to : v~ s can 1 o 
obtained, it is far finer than tin piano ol alow. 
Illustrations of piano and pianissimo, for simple 
musical effect, may bo found in “The Wait" ” 
when sung’ the last time, — in the imitatk is of 
the 44 Cuckoo” and the 44 Quail,” — pp. D and IS, 

. -rat' the change of measure in “ Swiftly,” p. 29 ; niii 
again at the change of measure, p. S3, he. 

Forte Passages should be sung* with a very clear 
vocal Idang , and should be perfectly free from 
the sound of breath. Such a forte is very heart- 
stirring. But the rude, coarse forte produced by 
strong lungs and harsh voice is only deafening. 
Illustrations of this may bo shown iu the manner of 
singing 44 God Speed* the Bight/’ p. 1. “The 
Waits/’ p. S, — when sung the tub 1 ih ie. Tim 
■ ■.■dose;; of. ■ 44 Freedom’ s Sons/ * p. ' 13 ; ciov of IfB rr 


steps of this book, and to select them from the best 
composers, but also to secure in them as groat a 
variety of style as possible. It is quite common 
for a class to sing a large quantity of music without 
really learning anything, because they are always 
singing the same sort of music. There" is, however, 
always something new to learn in each of these 
Additional Exorcises. 

Normal Force. — By this is meant not the force 
of certain passages, but the general — the prevail- 
ing force of the whole tune. Some pieces of music 
by their bold character, evidently demand loud 
singing to bring out their proper effect — So o 44 God 
speed the right/’ p. 1, Freedom’s sons/’ p. 13. 

4 * Time for joy,” p. 15, &e. Others, equally by their 
gentle motion, suggest soft singing. 44 Hear me/’ 
p. 17. 44 Jackson,” p. 2. 44 Hope,” p. 12. 44 My 
Lady,” p. 21, &c . Of course the sense of the 
words, and the character of certain phrases will 

introduce modifications in the course- of the tune, v , v , ± p . -* -- yv 
but tho « normal force ” is that principally used! fW m . nua '} lv 

The pupil should endeavour to obtain full command ■■ e y scs the phrasing oi o 
of tho Medium force of Ids own voice. Tho teacher !“ s > , m , oth ® ^ 

should give old a tone, and require his pupils to 0 “l^iate phrasing, 
sing it in various degrees of force as ho demands l 1 "J? l V-‘ a t (P- !■) n 

them. .Mem,! piano! forte! piano! mezzo, &c. out iho hues of tho wot 

I to should then require his pupils to judge from in * 

I I xo musical style, speed of movement, &c., of various 'Sr tt) 11 ;?. r ?3- liil ’ C T 

ium-s, which of these three degrees of force should -i * ‘ /.W 1?* 

be the normal or general one given to tho piece. ■ L uCt 7 , v? Wl ° b ' u Pl )0 ^ itl01] ^ 
a a . 1 , to modify your judgment.: 

s^-A tmepwHoxssrag.notwilh Eight,” (p. J.) tod as tho 

■ Wb l t, *“¥■?.“ P‘»«o..Pm8e consist of the sumo music, 
fiom flattening in pitch, and to deliver it with dear distinguish thorn in musical 

8t> Co. | Tor phrasing hcq further 44 Musical Theory/’ Book IY # pp, Mi & 201 


3 and breathin 
acre are no word 


Ex, 205-2X0, 
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Ex, 305, IMarlx in a similar way " Jackson,” 

p. 2. 

Ex. 206, Mark in. the same way a The Waits,’’ 
p. 3. 

Ex. HOT, .Hark is iho same way ** Freedom's 

M u e" jt. t . . 

Ex. 303.. Mark the phrases and breathing 
places in the Contralto and Tenoi* of “ Spring 


.places 

i-ji the 

; : Contralto.; and T\ 

i cl':/* 

ii. 3. 


Ex. 

209. 

Mark in the same 

and Bass of “ 

May-time,” p. o. 

dy'&i 

810, 

Marie in, the same 


of u Then all ait M>w nr*/’ ]». 7. j 

Ascending Passaged Hhismgcs which ascend ]jy , 
the Hips </ the scale (or otherwise) should, as a j 
o'uiKT; I rule, ho delivered crescendo. Each tone i 
should run into the next with regularly increasing I 
force. We rm',u rally associate height of pitch with 1 

;'|orch : :pf - sogudv : ; 
;a!sb, natiirally ’ Mgge/M the sable lideas ? (ah4i(s^cp|!t( ; 

whoriliCyFi'S.d . 

should' .'always'. . aicehm:pany''''‘asermh ■ TI 
, nature 1 of the ascent also tends td-'Tlht off” the 
■ ; wMer '; skip!'' of interval ' m the .other parts. ' . It is.' . 

' dkiieult to make the crescendo gradual, each tone ■ . 
W iihin g/iiiifo' the next with a steady and not. jerked ’ 
increase of force, neglect ing for tho moment the 
v coniinoh; accents of • the measure. . It is ^.onOfallyk 
necessary to commerce piano, in order that the 
singer may have breath and slrcrtgih to spare for 
/the entL ‘The slightest ''.'signs of fatigue i.a.a.,c?es^ ; , 
mehdo, ,'would utterly and miserahly kill its.'tnusical-- 
offnet.’ Imitative illustrations may he presented 
hi' tiie opening; of A The Fortune Hunter/’ p. 4, ; 
wdiere .there is an' 1 ' ascent of an octave from s, to s, 
— in the opening of “ The Waits/* p. 8, whore 
tlvro is an ascent of a fifth. Ascending imitative 
ph'iiw. as in the last four measures of w Swiftly,” 
p. 82, should he sung with a crescendo effect : 
notice also the ascending bass. — See also Standard 
Course Exercise •187. As a general rule,. ; such 
parages ns those should he commenced more or 
j c ;■ s /hw in order to get the crescendo. For the 
same : reason, it is nknosfc always necessary • to take 
h passage. . 

' ’ Bescfsaclhif Passages 'should [ximnion^d he", 
de livened , ' iimm not do, ' because an i dea/ of . .quiet' ; 
au'd Tost’ ' is naturally' ''connected . with 'descent ■ .-oi 
sound /a » -'d /if r V , ,,/ > >ro p hr da vs follow the 
l, . same,,. rule! ’ Find examples in . / 4 :C*oing. . HofafcyAi 
p.' 2 /’ :a ' May ''Time/’' top* of' p. 6. But.wherestte 
: , ' ' : ft, M ■ -r 'mwk ' 5 ' rs Musirad 


character of the tune or the diameter of the words 
requires energy and power, this rule must he 
d'hrpkieni'.. /'Seei.kh'Q-Fass-r* 4 Awaka ' JSplian- Lyre,” 
p. 6'!, 1st score. . ?;/ /t-'i'um ." 

(rvyie^maxi;'.'" ‘ja^.ceitdmi^: • . passa ^©» ■ in one Apart/ 
comes into contrast with a descending pasmgv in 
another, and both passages are properly delivered, 
the effect is very heautiful. See — “ The Quail 
Call/’ p. 14, soprano and hass; u How Lovely/’ 
p. CO (S. against C., and T. or S, and C. against 
T. and B.), three times in two scores to the words 
' u Clone forth the sound , of their.” As a general 
rule, such passages as these must he commenced 
more or less forte, in order to get the dinutmehdd. 

Repeated Tones.— The repetition of a tone, if it 
has any meaning, is intended to impress that turn? 
upon the car with cumulative force. To assist this 
purpose a repeated tone slum H he deli roved cros- 

the ear for want of variety in interval by variety 
h iitdhh ;; ihgf oehhf :;f oree, fund partly because her, 'thnai /.. ; 

just as the line of the horizon “sots off” a varied 
landscape, and a quiet rock the rolling boh. The 
: 'steadily . increasing.' .'power also shows that '.-the ", 

I ' singer is : ; notweary ; ; ' pud' : it/is' ; 

;. of art never to show weariness • or exhaustion in ; 
the artist. Boo examples in 2nd score, <(i Going 
Home/Ap./2/ 2nd score, “Cuckoo/’ p/9, and- 1# ' 

. ; ■score, . A 0/ Saviour / ’. p . . S 6 * ■; . Hep eated ; : hdl. ' i 

passages should be treated in the Fame way as 
repeated tones. Bee Standard Course Ex. 113; 
air, meas. 3 and 4, and contralto mean. 5 and 0. 
Ex. 115; meas. 11 and 12,— and % repeated pas- 
sage/’ Ex. 120, last four measures. 

Prolonged Single Tones. — Lifeless, monotony'; is 
unbearable in. music, and therefore every tone 
should take some form. It will he found by ex- 
periment that the form, most suitable for holding 
! tones is the swell, and this swell •should be full end 
strong rather than soft and insignificant. The 
composer commonly moans that the other ports 
should ho covered with a fond of sound from the 
holding tones. “The greatest diflieulty of this form 
. 'of ■/tone/’; Isays Fetis, “ consists hi employing . an \ 
equal time in the increase of power and its dimiuu- 
: tTnT A perfectly simiiltarieourj and .equal (not 
.1 ■Qdri4ag).'uelivery. ; of this'" 4 ‘ tone ■ form ” by a chorus ■ 

| ‘is very tUifioult to attain. Only practising with nt 
, i. : : ;hookykiA : ;'with. ; thq signal .of the .gmtmlly out- 
1 stretching and froMdUy returning hands of the . 

with 
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Study examples in 44 Thou sha.lt show mo,” pp. 7. 8,- 
in which all the parts hush, to listen to 44 thou shalt 
show me ; M 44 Bon Accord,” p. 11, where the same 
thing should take place oil the words 4 * 0, Grant us 
by,’* or 44 Thy goodness more.” Harked enlramois 
often effective when there is no fugal imitation, as in 
44 Going Home,” p. 2, second score; “Hear mo,” 
p. IS, 4th score; 44 Spring Life,” pp. 3, 4; 44 May 
Time,” pp. o to 7. See also Standard Course Fx. 
116, scores, 1 and 2; and Ex. 113, scores, 1, 2, 6, 
— contralto, 44 Bejoiee.” 

. .. Subordination' of Parts.— -As in the ruin of 
44 marked entry ” the other parts were kept suhor- 
dinate to the part which was entering the music, 
so in many other cases this hushing of several 
parts for the better display of ' some principal part 
. has to be observed sometimes, as in 44 G ipsies Tent,” 
p. .36, end of 1st score ; during* part of 'the -tune the 
melody is evidently given to the soprano, and the. 
contralto, tenor, and bass sing a ..subdued- accom- 
paniment, like the soft accompaniment of a I 
piano or organ. Sometimes, as in 44 0, the" 
Joy of Spring,” p. o 7, —this is the case through- 
out the tune. Sometimes, as in 44 Saviour, 
Breathe,” p. 92, the principal melodies arc given at 
one time to the soprano and contralto, and at 
another time to the tenor and bass. When the 
chorus is only an accompaniment to the melody, 
the harmony should be delivered in careful accor- 
dance, with the joyous or the saddened spirit of tho 
ruling melody, and always "so as to let that melody 
be well heard. An unsympathetic accompaniment 
disgusts the mind of the listener. Let it be under- 
stood however, that whenever the part accompanied 
is silent, the accompaniment itself may speak out 
in fuller force and claim the attention of flic 
listener. See — 44 Gipsies Tent,” p. 35. 

Humming Accompaniment. — Humming accom- 
paniments may be produced in several ways. — First, 
by tightening and vibrating tho lips without any 
voice from the larynx, the lips vibrating all round 
and not on one side. This should only be done 
wlion something of a reedy buzzing effect is wanted. 
— Second, by a soft voice from the larynx with., 
only a slight opening of tho lips.* — Third, \y a soft 
voice from the larynx, resounding in the nose, the 
lips being closed. In this case the singer must he 
careful not to contract the muscles of the nose so 
as to produce a nasal quality of tone. Cars should 
also he taken to secure an exact and unanimous 
striking of the tones, so as to imitate tho effect 


to this attainment. Son the close 
can Amen,” p. 28; “ Swiftly from,” 

29, 30. In tho case of repeated 
iscs, "l'P r * - o a prolonged tone, or a prolonged 
nniog i rl j^:o repeated tones, the two should 
Miking ' in yie, and the crescendo extended 
pH a ? =L L prolonged and the repeated tones. 

' L l>ulh f; iS the close of “Cuckoo,” p. 10 ; 

' , pass ltl ,W 5 p. 39, two cases; 44 Theme 

. )S t, 3rd score, and p. 70, 2nd score. 

■ ' p. £ < otirso Lx. 13S. 

) Stand* i 3 ^jons. — Allien a composer makes 
#|c of a melody imitate another, 

tion or V iJ A ye singer should, by his manner, 

) fans tbrtb y # the imitation. The best way of 
JPentiOjU h^nkc a contrast of force between the 
Jjja is t o j 1 Hoe more or less loud and the other 
Quo tf'i list study 44 the points 5 ’ of a tune 

e pupi*^ * -hich of the passages must he loud 
0 to k neW u Jackson’s,” p. 2, the second 

Jjjch soft. ' o first chiefly in its rhythm. As 
£ imitates ti ' hmtation, it is natural that it 
It* rising* 1 rder than tho phrase it imitates. 

B ’ e sung p. 1 4, the section beginning 

Q Quail pnitates the first section, and is 
fill a fc her ' J the section which follows. As 
f imitated y all 44 rising,” the first section 
Imitations sir J f ^voTy .pw no to get anything like a 
I h© deHvegfy^ imitation. A striking* rising 
J'jojx the y l f *f-Iear me,” p. 18, 1st score. A 
^ y/liich would naturally he softer, 
M So, 2nd score. In 44 Where the 

A® ^fearer/’ Wye a descending rhythmic imita- 
yll 65, vro ty its diminuendo for the striking 
if Snaring aiding imitations which imme- 

Sagion aS yjoe Standard Course Ex. 113, 
If follow, yioice, rejoice.” Ex. 1SS, meas. 
»reeV^> “® dia ” to “mo lire.” 

^ ? . ^e.' — -"When (as in much of the 

dj^ed 32 at fat * ^ the old English Madrigal, Ac., 
Aired miisif 1 ? , in turn, takes the lead in an- I 
iRph a I >a . stylo) the principal melodial 
|j|J5 (in should assume its passing 

S’ that 44 1?jy decision, and expressive clear- 
A ||th digit 1 y Laris ” should, at tlie same time, 

3 jfjjye other Hold themsolros subordinate. It 
* aTltl ^mposer’s intention, that the 
th®. ^phrases into the music should be 
SBopof tlff* s ® yike tho entrance of some dis- 
M'rrftrf* -fito a drawing-room, when all 
KlftM .{shod and all eyes are intent. 
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of stringed or reed instruments. See — u Night 
around,” p. 22, and “ Angel of Hope,” p. 48. In 
those cases the third plan should be adopted. See 
else Standard Course Ex. 190. 

Imitative Sounds. — 'When it is desired to imi- 
tate the rippling of water, the sighing of wind, 
or the sound of the drum or horn, the syllables 
commonly written under the notes, cannot ho a 
sudieient" guide to the singer ; he must try to 
imitate the sounds intended, without earing to 
pronounce tin: exact syllables which dimly intiniato 
thorn, Tiie effect of nearness or distance is con- 
veyed by loudness or softness of sound. Thus when 
the ( hristmas waits (p. S) arc supposed to be at 
a distance they sing softly; as they approach their 
singing sounds louder, and as they retire again 
their music dies away in the distance. The same 
remark applies to the sound of the drum, or any 
marching instruments. In a similar way the sound 
of distant bells, wafted by gusts of wind, may be 
imitated. Sec— M Come, let us all,” pp. 24, 25. 
In imitating laughter we must remember that it 
has two characters ; it is either light and trifling, 
or heavy and bold. Such a passage as <c Fortune 
Hunter,*” p. 5, first score, may be treated in 
til her way according to the spirit of the verses; 
if in the latter way it will contradict, but worthily, 
the natural diminuendo of a descending passage. 

■ i&i '211. What musical expression would you; 
give to the air in “'May Time,” from end of 
p, o, to first line p* 6 ?4 . 

Ex. 212, What musical expression would you 
give in “ God Speed the Eight,” pi 1, to the air in 
first part of 3rd . score,— to the air and bask in first 
part of 4th score, — to tenor and:' bass in 3rd score, 
—and to- what part of this piece does the rule of 
subordination of parts apply ? 

Ex. 218. What musical . expression - -would you 
give to “ Harvest Homo,” p. 41, end of second and 
first part of 3rd score, — also to soprano and con- 
tralto, 2nd score, — also to tenor and bass, p. 40, 
first part of 2nd score,— and also, tenor and bass 
beginning, with second part of 2nd score, ending at 
the top of p. 41 ? 

.Ext 214 . What musi cal expression won! d yo u 
give in “ Loud the Storm-wind,” p. 95, to the air 
of chorus,. 2nd and 3rd scores? 

IP.;, 215. What musical expression would you 
give to the air of the first line in “ Father,” p.’ 34, 
and ; to : th d hi Wbf the- : first'-' line' irE* If I had,” 

V' *4 | 

St, Co, (2CewJ» 


Ex. 216. What musical expr* ‘?*ion would you 
give to the tenor and bass In the first eight mea- 
sures of « Saviour, breathe,” p. 91 ? 

Ex. 217. What expression would you give to 
the music in “Hear me,” p. 19, 2nd score, where 
each of the parts in turn utters film words—- 4 * It is 
thou;” and to the 1st and 2nd scores on j>. 20 ; 
and to the 3rd arid 4th score* of “ Swiftly,” ors 
p. 31, and to the 3rd and 4th. scores of p. 30 ; ana 
to the first three scores of “ We fly,” on p. 20 P 

Ex. 218. How should the accompaniment he 
sung in “ Home,” p, 76 ? 

; Ex. 219. What expression would you give to 
the music in all the four parts, of " How Lovely,” 
p, fil ; scores, 3 and 4 ? 

Ex. 220. What musical expression would urn 
give to Standard Course Exercise 1,7 0, 1st hvbre, 
both parts; Ex. 1.15, 3rd score, third and fourth 
; ; measuf bfeEExv ■ 1 70, 2nd • ''score, 

.171, Amens in ' cohfraltog ■ Eikb 

194, air in 9th and 10th measures, and nth and 
12th ;/Ex. ' 145,: last' eight measures Ex:.; 193, first 
section, ditto second section ; Ex. 190. first and 
second sections ? 

Ex. 221. .Whxit; .musical ':exprcssWn'^bnld ; ’yoti 
give to Ex. 136. air,— 1st score; Ex. 195, and' 
3rd scores ; Ex. 195, contralto, fourth measure, 
from iah to third me: Ex. II 6, contralto, half 
second, and whole of third score ? 

Congenial Tones’- As every tune has its own 
proper character, (hold and spirited, cheerful, didac- 
tic, solemn, &c.) it is natural th at the Tonic Sol-faist 
should give clearest force to those tones of the 
scale which correspond best with the general sen- 
timent of the piece, ' arc “ congenial ” with that 
sentiment. Thus, in a quick and sliming tune, he 
would naturally emphasise the IrumpeCtonc Son, 
the rousing Hay, the dmig Don, de. ; and hi a 
slow and solemn tunc, the sorrowful Lai?,. the dcso- 
late Fah, &c. With this idea in the singers’inifids, 
the tune will immediately become a new tiling! 
The pupils will soon discover that they possess the 
power of making this, or any other peculiar; effect 
prominent in the general harmony, '‘very- much in 
proportion to the height, in .their own. voice, of the 
tone which gives that died,. Tims a high tenor 
tone will tail better than a, low one. A high con- 
tralto tone will also coninmnd attention, because 
energy and spirit is implied in the very” effort of 
the voice to rise above its medium compass, and 
tb* more piercing sounds are better hearth Low 



See “ Musical Theory,” Book IV, p. 259, 
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bv nofceet! i>.y thr. J u ,. nv „ ,f,. .'^'"'-'opation 

ibOTOiOr^ givo'il jj, e exiioMVc. V Y 'I? 3 ' 01 ' ®usii 
ynera% expresses %acopatio» 

impafic ' nt 
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E C 1 h &0t 2ads ^;^feSS|: 

• ’ pi fiSSUre toil© Ttflh lvnlT w 

J^g- emotion. In any fo3f-t s ^'g°sta deepen 

to deliver the second £ mealS, 3 

oecasonaUr .produ^T Wh^f tc £°’ ^ 

Iddcson-s. * n 3 i • v.- effect. ,sw 

L A and .Ex. 140. k V aiso htandard' Course Et 
Iressure tones on *, , 

mto explosive tones on ' p Il2 f e ’ Celling 

are _ often very ^etivn the A ^ pnlsf 

would often iiistinetivol^ A solo singer 

™W«psal»4o^3 'S «•«",. in sIo^S 

nonng to the no p g he <** *ttn£ , 
score, , 'and p 17 L c nt * &ee p. 57 o Iv1 

C^e llv-. fes. ' ’ J " fc eeow - m d StadSf 4 

Ann legato «Krifv .,,-e - I 

of tho p regsni . G £ no .' j» « modification I 

Went i "| 1P tontR > mid liSenf ^a^’ # ,K ug I 
accent. See p. 63 3*3 .1 lJjr ni&tmctions of 

1st and 2nd scores. : 4th «»»» ; and p. 8 o j 

Ibo cx-piosive tone! 0 %T4™ S ’. ;s a modification of | ! 

^ * " ■ ,M ’ ,lpt ’ &rCnfcl ! > 
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m-if strike either the'^ 8 '?® " l «" four 

together, should ho snu^'i 0 "? 3 f !i '«> ortavc., 

| prudneo a perfect and . i ' w S ■ ‘ c ? n ‘- “ ^ to 
1 n<! Toior* should fool fSr r ,,,slf ‘ 1 tho wi<w. 
tnnidjy, fur sndt pu-sa-ci nr? “ !tuc ' 1 ;;' 1 '. I''«t net 
ray finn nnd ifacon- Ti 5°?“? •>' ! '‘".'tat to 

conscious sympathy. Noe ‘ P f l ° uW «n>3 tvi th 
„*ortiino Hunter" p . 4 : P- 1; 

Harvest Home’*. •.} ,<Y ^ V> Honour, n. g? . 
and . “Stout iimlied Oil-’’ “ lf „? n4 3rd scores; 
scores. U l > P- fct and Inst 


;Cadaa : eesf''iw7?riW -n • ^ 

- Jff nor than to think V,T P !nM to a 

i thwq's more inspirin'*** tlrmf 4 / Jr |g^' i-i lired, ibw 

1 o*id dimluuczido it shcSfl T T e ^ dwii - 

? cadences a be ^ rai f but i n 

2uto V requisite. See eio4^ nf d <A l r Scwudo is alao - 
fe ff ? and Quail Clal -n 7”" - ’f 2a ' r '''° 8 ^ '.Home, ,,: ' ■ 
J ' %<teoris.'.d^ scores. 

Speed, 5 J p. 1 - anr j cadence hi ie Gorf 

I ’t? iso ; mv Soni/> ^33 d «7.? n 
•r [rf 1 ^ p* 4th score. SenaW’ l Sioilt bimbod 
standard Course Ex, 1 4o" Imf ^ 0ntmste{i ^deruees^ : 

Bistinguishing 'Tones of a- ' >' 
mode and of chroma^ S ? ^ thoK11 W ; 

pcquirmgm some sub^m??^ ^en 
introduced more for the an ‘l evidently 

n10n1.2er.tJm for . aJ'lv? Vftm ^ eof tho 3iaiv 
snoiild- always ho'. deh v^r, }j JL ‘Kffi )011 the- harmony) 
fur they 3m-o an import euf 1/3,. • nar] ° f : ' c2 0J11 pha.4 ; 
tj3 f ^«al oflectof all t ; ^ nnA ' :Wi0 3‘°bana 
voices, in who*e mrtte ^ ( 1 t° nes ’ ^ the 
‘ . aeI F^ it hnnlyi : tcM ? oeenr ?’ not to 
meaning.. The tones of u Ij Msie of i( 3 
3°! z i (i aIso bo emphasized P-'f trar - ls bio).r ” 
itself were carelessly m yen ‘ fc ife% i[ ' transition 
ho lost. ‘ cn * hhis tsueond etfhct would 

lliose movements of ft i „ 

mT,°fTr J r f s i* h ff fr 

“* J r : w f'l, 1 and 01 ) rn y* 1 "' 0 Elinor, 1 
markedly delivered, horJme *h, t i' I 5 lMn,J J » 
th„ transition or modulation, kyp 1 ’^. to ccliif y 
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will banish,” p. 12; 2?dS.T“r^ . In “ Ho P° 
not » a favourable *4 T ? G air is 

fio ba S3 s!lould 

beautiful,” n. io - f + C® U “eh/ered. In <<How 
cadence is made to chan^eTev 1st score, the 
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pushing tone in the conLlfo ®n T *‘s«n- 
hass move firmly In ! «»weW J 0 { the 

Slashing tone of retiLim, + * tbe «stm- 
this- case is f oil], ? transition, which in 
of the ‘Wear till tho 
should bo clearlv deHveroS li\ ea ° ffeot ’ and 
voices LvetS “4 bass. 
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244 &eL also Standard Course 
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with ‘another — thus, in i;%- * - 

section is complete the second 
action of iu own, am? if 0icc co »mences a 
^ 1 hfa o7lr% ^° ,Z?r frequently 
oM JS^ to describe the £ 1? 0 f 0 ^refore 
S uc ; £ ^imor as the folIowfrS 9 . r nd r ;» Gctlons ia 
tn>t nf a subject of 0 nr< ‘ ^ Xi -hi consists 
•started by the upper n a ?f p^ su 5 e , and a half, 
interval of a Jbjj, L the jT toted at 

ywtvw/wef. This v y the lower part 
^tecliathofo^^ 0 *® «» 4*“*, fa 
This again, ufter oup “ a . 'anod cadence. 

«* below ; and abh ^ ’ w ““fated in the 

yvtli above, and again i’n tJio sKn T“i SUW ’ in tho 
two measures th.r oru-hj t h ' tU ho - lo ,' v - After 
cadence is taken up by thf w i th tho °M 

Jnoasures, ’while f b f > 1 ®. i voice for two 

Tiu-u a 7 k0 ~ R nts it 

Pwtiou of which nonfafedi ^ aeasuies, each 
The piece is eoauuded ]>yfhVmr OTWl 
1 ‘ymUd cadence. Mv/ioi °*MS°WS ot oina- 
f Iu . tower part of thiTrn ettnvt wn ?* "subject in 
2 s ’"wtot-.d in the WgW v \^ m A, 1 *’ ad a which 

m the ieiirth above, tlio ihvt t'-IS t!u ' c ? !» ea sures 

and light accompaniment Ih Jn t P fi Iymg a soft 

measures of what mav V -n follows eight 
symphony — that is, ardnv rf « dlcd , ' °°ntrapunfcil 
the other without RrJfc?™ Pul 'h me "gainst 
before this is concluded t Ul !° ***m 
old tmto-measuro theme winri 1 ^ ald ' 3 the 
mutated after two mZ uJ IT b i, ’^tinitolv 
measures more there is anatho, aad , Ulea for six 

l*py. Again the ]obn ,vu b C T n 1 ’ e ntaI S >’ M - 

'nth a varied cadence fe t theme 

and tins is imitated a<*ain it ti 8 T,'’ 6 measures, 
as heforo— after three measure*?^ 0 TJ? abov °, not 
?ure. This coming do sT<5 T : T ;‘ ftei ' one *uea- 
btretto. After a bib ormuTtTf T ? V Ued a 
the piece doses with five amf-i h H 8al 1Uutation - 
contrapuntal symphony * 4-,! ,l - Jia]t measures of 
with nrami? fhc singer should mark 
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subdued, In the iufoidm-lAa i — «.»■»(, 
J«.ris may he of equ.,] f } d Whcnics the 
entries should bo itromdv hi T the 

"«>’ he of eqtud f^’Sf^^tlwpniB 
entered has finished the Tmita ! iT • f,rst which 
tho second to b 0 well Wj tt J^ 1 -, S “ 1 ^ ocfc » having 

stadb^let thrfstudent lr “ ' of 1 ' this 

out «**. of snehtfe 

fXeu-’J, =•■ - ■ii.-y-bv.-v.-fe-r 
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sin'- the' ev'n-hfJbi'h “ f ^. ih: ‘>’ should 
over.* wiyi a i^-ud several times 

“ t5)li highest i, ln .o of 

uloue. Thly'Z&X STtc% ^ 
or one-Gf fC-f 1 ) rt i t 3s> UiJ ouc-bV / b>h 

breakage into this rcgJsh^hnntn at - th ? cIiuu &*o£ 

I ^ffherthm that mufti oft ^ illd h . L an ocUvo 

1 iuctouwbicbearly^mW^^ ^intids 

biise theory } that the n-^irv^ tHi V ° 1CtJ hllilt iha 
male voices were the s-nmv i f t3le Jmda mid f 0 - 
i- bo distinction, in quality bet " , +?" n oc ^ iV0 a piirt. 
and the thin is nJ i , b ^4 ea f}l( ‘ s ^nll renstw 
«un and the® ^ W ^lho 

voice is produced in b .'’ which tho 

aa<1 Chircia recommends tb f 1 ^ , Very 
overstrained bv too " lh 5 r *onld not b 0 
contralto voices, tiiou-h Ve-if^^T'i SoiQ0 
Omi register uroduco minvH ’ uld bl ' oaa - r in 

register. Theh larger of , tU « high,,, sfc 

enable them to foiw tbr^vi I - " v aad -^rou^er cliest 

many sopranos i but, fch the “f 0 ^ ^n 
the quality is inferior and r lu ^ e ls ^ater 
hs adrised not to culti vate a u?a'l- y ®? 8 ' era shoul< 2 

if t of thoii- voice. 8necMv bf;i 7 nd pi*^nt 
hke Alboni and others have h%J kd S °l° Hln 8ors, 
cultivating and , ls i n ” 11^ ° ? ^rtunities of 

“ » numSw 

impossible. ' J 1 m0tet contraltos, would ho 
register, except on^'a rrn^ ms t}i0 tmos of Ibis 

B-h Handf Hayt/ hLaT 

Mendelssohn all US 'e one-A 7 \h I Othove “' aa <2 
choruses, so that overy ehoi^lll" f m ^ of t!lftir 
able to command full iw V lety should be 
on this tone, force 

vatmg the small renter hy c,,lti - 

sweeter and hrjo-hf* "+tl oi ,, th ' J sopi-anos. It i s 
above rofewed Shtand beside? * he contra1 ^^ 
m 4 em > with a goodil jn w l t- 1 ^ c ? I . jti,1U01J ^ 
contraltos generalfy Jack) ^ (vJuc3i 

across the « break - 11 lmsa ^’« wnniii^ 

quality of Vcico 'J V “iWi "’ ilK ® ov.-S 
rtwir »& sin-mrs to ^ i - ? lnp0£itTS expect 
m E,<i/edi requires two-11 m’s ..B'f'thoven 

ho done bv voices m-nf-A ■ n ,J \ h H R h filings muse 
tunes written tatin , e(L Ij . psalm 
used even ® T' 0 (G !> 4>’ he 

written for conf-rrcffatTony psalm, times 

a? small *4£®*g“M ^ yl id not even touch 
voices in a cou.o-,.o..,« r “ tl ? mass 01 women’s 

ry,”Bookin. p T-, 8 " e Mt traiaea t0 ^ use! 
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The small r g is ter, like the other registers, can. 
overlap (low iwuids; hut it does hot so frequently 
do so as ilu T i gk.ior In men's voices. Jtirny 
oftmibonf : s ivantage and a n 11 ef, especially to a ' 
second soprano, to take one-3? (F) habitually in 
the small register. o- ; ye 

The Less i : Breaks of lire voice divide both the ' 
thick and t'« 1 thin registers into upper and lower 
puls, ‘111 v, d; { * v ,! u; : and lower 
thin reghtc" is quite, manifest in ordinary soprano 
'voices hetw'-en. ouc-C (0*) and one-D (1)1). The 
upper thin nay overlap downward, hut does not 
commonly do so. The break between the upper 
and lower t lick registers is easily noticed in mule 
voices ■ between A-one (Aj) and Borne (Bj). The 
upper thick register may overlap down wards, hut 
seldom duos so in male voices. Madame Seiler says 
that in ivomous voices this break occurs one-third 
higher, betw ecu G and D : hut wo have noticed 
tied many > omen habitually nuke the upper thick 
register 'overlap downwards, so that they change 
into the lower thick, just where the men do, on 

t:A»OIlS ,: ;((A|},' .. 

: , • Speaking Registers .-—Men commonly speak in .. 
their thick register. . Tenor voices, v however,- use 
ike pleasant, higher thick register.. Very rarely a 
man may be heafd speaking in his thin register, 
wills a thin squeaking quality. . ; Those who have 
to do with "■xirtiaily deaf persons ought to know 
that men are better heard when they speak gently 
at a high pi: oh of their voice, than loudly at a low 
pitch. This constant speaking in the thick register 
is the reason why men are tempted in singing to 
strain their voiecr too ranch upward,, and to neglect 
the eulth at lor of their thin register. Women 
commonly ? .oak in tlioir thin register ; but some 
contraltos use their rich upper thick tones, and 
occasionally a woman, may be heard to speak in the 
rough lorn r thick register. It is this common 
habit of using the thin register in speech which 
tempts them, in singing, to employ it downward 
more than is necessary — and so, to neglect, and 
ignore the 1 otter tones of the upper thick register. 

Mechanism and Feeling of the Registers.--! n 
11m lower thick register, the whole length and the 
whole rsubsUnco of tho vocal membranes arc thrown 
Into full -wbration. (Sec the Diagram at the side 
et the Voice Modulator). Tho air must, therefore, 
press upon the membranes with a greater volume 
than in the, other registers. Wo fvel the air passing 
info the windpipe from all parts of tho lungs. This 

- 61 . On, fXavJ vim 


sequence, draws down the larynx. « One Urns has 
a sensation,’ says Madumo Seiler, “ as if the whole 
body took part in this formation of sound.” 

. ■ In tho Upper thick register, while tho whole ' 
thickness of tho membranes is still Six vibration, 
their tengtli. is gnatiy short on jL “ The sensation,' ’ 
says Machine Seiler, V is as if the tonus came from 
1 *”*. upper pint of th'- olu st.” The sc } hysieal .o n - 
nations do not show how the Founds arc gone rated, 
out whit parts of tho -nervous system am excit'd 
in tho process. They help ns, however, i a rorognko 
the distinctions of register, and they account for 
sonic of the conflicting names by which the registers 
have hitherto been known. 

In tho lower thin register tho whole length of 
the membranes is again employed; but only* their 
thin edges vibrato. u The feeling is as if they had 
their origin in the throat.” 

in tho upper thin register tho membra, lies are 
again shortened, and the feeding is {i as if tho 
throat had nothing to do with the tones— as if 
they were formed above in the mouth. ” 

In the small ' register only a small part of the 
glottis to the front of the larynx is opened, and 
“ one has the fooling,” says Madame Seiler, ** that 
the tones come from the forehead.” Thus the 
singer is like the violin player who sometimes uses 
a thin string, sometimes a thick one, sometimes a 
short string, sometimes a long one. These points 
of information will help to fix the pupil’s attention 
on the various changes of Ills voice. 1 
Boys’ Voices wo find to be much the same, in 
their various registers, as womens voices, but they 
are commonly used more roughly and coarsely. 
The practice of permitting hoys to shout against 
an instrument in village schools and churches, not 
only tears the voice to pieces, but destroys that 
tenderness and fineness of feeling which music 
ought to promote. It is this coarse use of boys’ 
voices which has produced the impression that they 
are different in quality from those of women and 
girls, and incapable of gentle training; but of course 
the greater 1 physical strength of boys gives a 
greater volume to their voices than girls possess. 
It is a great mistake to set all tho boys in a school 
to sing the contralto, and all tho girls soprano. 
The soprano and contralto voices are found in 
About equal proportions among both boys and 
girls. When the time of the “change of voice” 
comes, tho practice of singing should, for a time, 
not be even attempt', d. and should tvonly gradually 
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carefully resumed. Many voices' have been 
Gained bv the neglect of this precept. 
t “Voices and “ Parts.” — The four principal 
'parts” of choral music are marked at p. 29; 
out for glees, anthems, and men’s voice music, we 
Require .a more minute classification, and as the 
cultivation of the thin register has probably made 
Some good tenors, and that of the thick register 
s°me good contraltos, the teacher should now 
J&vise each of his pupils as to the part or parts 
tor ^ -which his voice is adapted. The “parts” 
^ T hich women have to sing are often divided into 
uyst soprano, second soprano, and contralto, Occa- 
sionally we meet with four-part women’s music 
^quirbig the contraltos to he divided into first and 
^cond. The “ parts ” which men have to sing are 
frequently marked — -first tenor, second tenor, and 
^Uss ; an additional part being sometimes written 
a first or second bass. Those who have analysed 
a great number of voices know , that there is an 
almost boundless variety. Hotting should satisfy 
^teacher who wishes to' use his class for the higher 
J hnds of music, but an individual examination of 
*aeh voice, — on the plan of the “Voice Beport 

The proems of examination is simple but needs 
M ho conducted with deliberate care. The teacher 
jtjves in the case of women and boys, the pitch of 
M and in the case of men G-one (Gj), If only a 
Juniug-fork is used, the greatest care is necessary 
!? Secure the exact pitch. Beginning with G or 
^f-one (Gj),thc pupil laas downwards, (in long tones, 
puking breath before each), s, f, in, &c., while the 
voucher points on the “ Voice Modulator.”* The 
^aehor takes notes or dictates them to an assistant. 
MOubtful tones should he tested over again. The 
Various “ breaks ” should be crossed both upwards 
§ui. downwards. When this has been done, the 
Pupil, starting again from G or G-one (Gr«), laas 
gpWards, s, 1, t, d 1 , &c., while the teacher again 
pUdies and records the ' present condition of his 
pupil’s voice. The teacher can bracket together 
||yeral tones of the scale' at the: side of his. Voice 
|%>ort, and mark either by words or by. figures 
;||W^uir, 2 f or good, 3 for very good), first the 
Sgahty then the volume ; or, he can mark the tones 
the same way. Figures, showing degrees 
R excellence in the Mending of the registers should 
JJfijiyen in each case. The most 'useful men’s 
fPtlOna) tones should be named, and the place at 
woman's voice breaks, between the npper-and 
thick registers, should he marked. After 


this it will be easy to mark the full compass of the 
voice and its best region. These considerations 
will decide the name to he given to it, as first or 
second soprano, <fcc. s first or 'second contralto, &c. 
A faithful “ Voice Beport Book ” will bo invalu- 
! able to the teacher when he wishes to select singers 
i for any particular purpose, and it will load the 
pupil to study and cultivate his own voice. 

A first Soprano cannot easily be mistaken ; she 
possesses in addition to a good thin register, a 
few tones of the small register which easily Mend 
with it. A second Soprano is distinguished' by the 
possession of a good upper thick register, along 
with a good thin register, even if she cannot com- 
mand more than a tone or two of the small. 

A Contralto voice is that which possesses good 
full tones in the distinguishing region of the con- 
tralto “ part the upper and lower thick registers. 
The teacher must . not he misled by the great 
compass upward which some of these voices possess, 
for their thin register is commonly weak and tune- 
less ; whilst their small register, though strong, is 
hard. When first contraltosarc wanted, the teacher 
will naturally select those which are weaker in the 
lower thick, and bettor in the upper thick registers 
than the rest. This last voice is sometimes called 
mezzo (mcd'zoa),. soprano. 

A first Tenor (as it is now called in Germany 
and France), or an old English “counter tenor;” 
cannot he easily mistaken. He has a light and 
pleasant quality of voice in the upper thick and 
lower thin registers. Well-trained counter tenors 
can give good tones up to one-F (F‘) at the top of 
the upper thin register ; but such a range is not 
common. The highest reach of men's voice “'parts ” 
in Palestrina's time was one-0 (0 s ), or oue-I) (D?); 
the counter-tenor in .Tallis and Morley’s music 
reaches A and Bj?, and the first tenor in Gorman 
men’s voice music does not often go above It 
is quite common for tenors to force their upper 
thick register as high as this tone, but it is the 
distinctive quality of the first tenor that he uses 
with pleasure his thin register, and produces with 
it In ight , get soft and flute-like hues. This first 
tenor, counter ton or, or tenor alto was used in 
England for the highest parts in men's voice music 
throughout the famous Elizabethan and Madri* 
galian ago. But at the restoration of Charles IT,, 
the Italian Opera brought along- with it the Eunuch 
singers, whose rich, strong contralto voices sug- 
gested to bass singers the employment of their 
equally powerful, but not rich, upper thin registers. 


•Largo “Voice Modulator/'- Is. 






V. *\ 


FIFTH STEP.." A 109 . '.!J 


Tins unfortunate discovery led to the neglect of 
the softer and brighter counter-tenor, and all the 
contralto music through Handers period was 
written for the hard-toned bass-nlto, arid the same 
voice is .still used instead of the richer female | 
contrail*, in cathedrals and choral societies, in 
which eighteenth-century traditions are preserved. 

It has b< on oi -served above (See 44 Small Register ”) ! 
tint contralto, as well as bass singers, possess the ;J 
power through their larger larynx and stronger 
chest of forcing the highest register of their voices. 
Like them the bass-altos are weak and breathy in 
the next register below, so that there is no con- 
tinuity and equality of voice across the break at 
Cf, and the change of register is marked and 
unpleasant. This peculiar, unsympathetic voice, is 
often uncertain and out of tunc, and its cultivation 
u very undesirable. The Tyrolese basses use this 
thin voice in their Jodi songs ; but do not attempt 
to employ the region of voice lying between. The 
true counter-tenor or tenor-alto is no more wanted 
to take the place occupied in modern tunes by the 
contralto than is the bass-alto. Tut, for men’s 
voice music, and for solo singing, it is very valu- 
able. The teacher will notice that many tenors 
have of late been misled by the false talk of a chest 
Q or a chest A, so as to force their thick voice 
upwards, leaving the beautiful tones of their thin 
voice entirely uncultivated. The practice of men’s 
voice musky either separately or for half an hour 
after a mixed-voice class, will remedy this, and 
restore to England her long lost counter-tenors. 
The second Tenors are known by the excellence 
of their lower tones ; they have but little use for 
their thin register except ‘on G. There, however, 
it should be truly cultivated if not also, as an 
optional register, on F. E. I). Tenors of both lands, 
of the highest eminence, habitually change to the 
thin register on D or E. The shouting of the tenor 
part on a forced upper thick register is most pain- 
ful to the ear, and a fruitful source of flattening. 

The First Jltm, or Baritone Voice may be dis- 
tinguished from the second bass by its not possessing' 
fulness below 0- one (C { ), or B-two (B 2 ). Such 
voices seldom have the proper tones of the thin 
register, but they often told ii a relief to employ 
that register as "an optional one, instead of the 
higher ovn or three tones of the upper thick 
register ; it saves thorn from straining and flatten- 
ing. The st mud ] icons is distinguished by its full 
robust tones on A- two (A 2 ),G-two (G 2 ), E-two (F a )» 
and even lower. In the upper part of the voice it is 
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not very dissimilar to the baritone. Those basses 
which have tlie so-called bass-alto or “ head- voice ” 
generally (though not always) of a shrill and 
screamy" character, are advised not to use it. The 
examination of voices, hero recommended, cannot 
occupy less than from fifteen to thirty minutes for 
each person, and should be regarded as a separate 
private lesson of great Value to each pupil. 

Compass. — It will be noticed that in those 
instructions for the classification uf voices, we hu\ e 
avoided any reference to compass as a criterion of 
judgment. This is not only because wo arc th.ua 
free to secure the best quality and the best volume 
for each “ part,” but because of the great injury 
done to voices by the habit of singing beyond tho 
range of their proper part. Teachers ami psalmody 
conductors arc specially exposed to this danger. 

They wish to show other people tho right tunas 
ana are careless of the manner in which they pro- 
duce them. Previous teaching by quit t pattern 
is really a quicker, as well as a better way, of 
reaching the desired result. Some highly trained 
solo singers may with impunity cultivate a groat 
range of voice, but others are found to injure the 
tones of their proper compass by going much out 
of it. When the more minute classification of 
ft parts” is required (each of tho ordinary four 
parts being divided into first and second), it may 
be useful to note that few composers go bey oral 
the limits marked on u The Voice Modulator,” 
p. 106. The highest men’s voice, the counter- 
tenor, and the lowest women’s voice, the second 
contralto, coincide ; they sing the same paid. 

From this point upwards and downward.^ the 
common compass of parts rises and falls by thirds. 

The Causes of Flattening arc — 1st, .Physical 
Weakness, In this case the singer should restrain 
his enthusiasm for the sake of others, and sing 
softly, and listen.— 2nd, The forcing of the Upper 1 

Thick Register in the higher part of men’s voices, 8 

which is immediately cured by the cultivation of 
the thin,— 3rd, Breathiness of Tone and other ii 

defects in various parts of particular voices,— 4th, ij 

"Defects of Ear, to be cured by long and alien- s 

live listening, and by study of mental effects. j 

1 -—,5th, Cureless and lax-delivery of Pi»v«> or 1 

i violent and mar-v d< li very of i'V.k, which can. 

I easily be avoided.— Gib, Habitually binging with j 

u tempered ” instruments, with their fiat fifths and 
! sharp thirds, putting the ear out of tune. — 7th, 

Sympathy with bad singers who are near, and J 

inattention to the leader.- -8th, Bud posture in sing- 
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W bl 'f thra " l jlaCes > «>»4 the 

coH.soquoafcosIiaiiston a ud— 10 tU, Worst and com- 

nionest of ah - ~-wmt of interest, and its consequent 
^iverv. The teacher should make 
the maiiitenojieo of pitch a distinct object of his 
caro^and should call the attention af his pupils to 
it, onui testing’ them at tho end of a piece. The 
close ot one verse arid the beginning’ of another is 
r° place for inattention and, therefore, 

xor flattening. Let the teacher beware of it. Tf 
he isaicaim as a precentor, lot him make his voice 
hoard on its effective tones, especially at the start- 
’ i° l ) m f # An- organist may maintain the 
pitch without playing loudly, by a skilful manage- 
Ilf ** mo |' G piercing stops. A cadence 
( o tp I>) delivered at a high pitch in an interlude, 
nun impress the oar better than the loud roaring of 
the lowest tones. ° 

Soliaa-iag the Break.-- -Tenor singers should, at 
this stage, be required to mark the places at which 
it is most advisable to change from the thick to 
the thin , and from the thin to the thick registers, 
oee p. 68 ; but note that when tire registers are 
wed equalised, so that tho change from the one to 
the other can scarcely be noticed by the hearer, it 
^,7 better _ always to change at one point of 
absolute pitch, instead of trying to suit tho musical 
phrase ; this is done by some of our host singers. 
Lach pupil should study the capabilities of his own < 
vome. Other voices, as well as the tenors, should 
f'"? ■■ Miaa-ing their breaks” as soon 

die key is pitched. Thus, for example, a second 
soprano, with a had “upper thin” .tone oa oae-F 
(K h, who is advised to cultivate her “small” rerns- 
ter on that tone, should learn to calculate the Sol-fa 
note on which it will fell, mile Key 0 is being 

Ditched, she r*<l 1 1 si i:n mind +1. . , , a 


thirds into halves thus— taatait 
>1 1 <1 1 t l 1 j which we may call 4 1 
it may be first divided into halve 
halves into thirds thus - — t v vt 
ill 1 p 1 ,1 whiuh we may call ' 
.4 . A wins suppose pulse to 
thirds, and then each third into tlii 
— -taataitee, iwdotiretdirili, h 1 1 
will i he a useful 
beating time to call for 
“ eighths,” b thirds,” 44 
“halves/ 


i iafatefetift, 
rds-sixes,” or 
and then the 


xercise for tin 
■ “halves 
v thirds- 

„ ■ . “ halves-sixes,” and so 

. hare Divisions of Time. “ 
give the notation and 
common rhythms. ;7.hv«,«y 
quarter tone, a half tone, and 
written thus j t ,1 .,s 
and i S ; called tafa-efe. When a pub 
a three-quarter tone and two~eivh.t 
j r ,. -».m f : and called TAA-efene.' 
is di vided into a three- eighths tone, 

and a half tone, it is written j d,~r.m 
ta-anaTAi. When a pulse is dividedinto a half-pulse 
continuation, and three halves-sixtlis, it is written 

.fmr [ and called -AAterele, In instrumental 
music, especially for strings, it is sometimes neces- 
sary to divide a pulse into loss than an eighth 
when the same lone has to be very rapidlf re- 
peated ; m this case we place as many dots .o ver a 
note as the parts into which it is to W divided In 
score; of “ Hallclujali to th 0 
lathci, from Beeixiqyen % Mount o f Wives ' we 
find a half-pulse divided into six and another 
into nine ; they would be written as follows 
i .sltd l r l n , | .nkklhlV-fWrfl 

But .we have no time names for such' minute 
divisions.. ; These exceedingly rare cases of rhyth- 
mical division require careful examination before 
they are sung, m the Common Kotation as well ns 
b Wiii ¥ B°^ived that the Tonic Sol-fa 
JNotation does not make any lower .division of the 
pulse than that into, eighths, and that division it 
indicates _by the simple absence of a mark. The 
^casional practice of writing, in the Established 

Rotation, two measures as though thov were ^ 


quarters/’ 
.sixes/’ “ninths/’: 
on. 

■It will be useful here to 
mming for some of the less 
When a. pulse is divided into a 
, a quarter tone, it is 
or better thus j t ,1 .-,s : 
Lse is divided into 
is, it .is written 
When a pulse 
an eighth -tone, 
a nd called 
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t. Describe your own voice, mat 
is its easy compass— its quality and 
volume in each register — its best 
region 1 By what name is it called ? 
—p. 81. 

2 . Under what name is the chord ’S 
disguised, by notation, in cadence 
transition, to the first sharp hey ? How 
is the sumo chord disguised in passing 
transition to the first fiat hey 1 How do 
you know when the chords 'HI, and. 
t'»D are transitional, and when they arc 
chromatic ?— p. 83. 

3. 'What arc the three principal 
thtbgs which intensify the mental effect 

particular tones in a tune 1— p. S3. 

4. When any particular tone of the 
scale is strongly emphasised through- 
out a tunc or part of a tune,— how is 
this fact described in words, and in 
what parts of the world is modal music 
fetid used in the greatest variety. 

5. Which arc the modes "with a 
major third above their principal tone 
or tonic— which are those with a minor 
third l Of the major modes which is 
the one almost exclusively used among 
Western nations 1 Of the minor modes 
which is the one exclusively used in 
connection with modern harmony ? 
Describe the historical changes through 
which the tune Dundee or Windsor 
has passe: d. What is the mental effect 
of the introduction of se ?— and what j 
is the difficulty w hieli, especially in this 
tune, it occasions the singer ? 

0. Why is the Bay mode peculiarly 
suited for worship 1— what is the pecu- 
liar cadence which distinguishes the 
Bay mode from the Lair mode ?— p. 85. 

7. What is the chief principle of 
modem harmony ? In what respect has 
the Doh mode bettor chords for its 
Tonic Dominant, and Sub-dominant 
than any other mode ? Wliat Idind of 
chord does the ear object to when two 
such chords occur consecutively among 
the last four chords of a cadence ? 

8. How did the first harmonists 
overcome the difficulty of throe minor 
chords in a cadence of the Lah inode? 
'Wliat is now found the most satisfac- 
tory arrangement for introducing 
variety in this cadence?— p. 80. 

0. Whore does the tone lah stand, 
and how is it related to sc f Why is it 
introduced ? How many alternative 
tones are there in the modern minor,— 
and which of! them is most used ? j 

■ 10. Describe the six chief difficulties j 

, 


bog thine, 

which arise to the singer from the in- 
troduction of se and bak in the i uinor 
mode.— p. S6. 

11 . Using the words Tonic, Domi- 
nant, Super -tonic, &c., as indicating 
the ‘ Chord Eolation,” wliat is the 
chord relation of minor L ? — of minor 
P- ?— of sejf f —of minor T ? — of SE ? 
~°i Bri// and !>'?— of minor li? 

: How do we distinguish the chord names 
oi the major from those of the minor, 
ruodo_ in writing, and how do we dis- 
tinguish thorn in speech ? 

meant by the word 
Modulation ? What are the commonest 
modulations from ma jor to minor, and 
from minor to major ?— p, 88. 

,_ 13 - , What is meant by Transitional 
Modulation t What is the commonest 
change of this kind, and what new dis- 
t ing uishing : tone does it introduce ? 
What other change of this hind is 
common, and what distinguishing tone 
does it introduce ? 

. 14 , What is the meaning of the 
word Accidental, and how are Acci- 
dentals expressed in the Tonic Sol-fa 
Notation ?— p. 88. 

15. Describe six cases of very rarely 
occxnTmg sharps arid fiats with the 
j names given to them. : J 

1 G. Wliat is the practice chiefly to j 
be avoided iri chanting ?— p. 94. 

. 1 ?. In marking passages for reeita- 
tion what is the first thing which the . 
student should do, and what are the 
faults he has to avoid in doing it ? 

. IS. What is the great distinction 
between the recitation and the cadence 
of a chant ? Wliat land of pulse should 
always come before the beginning of a 
cadence ? What kind of pulse should 
always come after the end of a cadence 1 
What relation should there be between 
the speed of the reciting tone and that 
oi the cadence ? 

19 . What is the difference between 
the rhythms of public speaking and 
private talk ? 

20. In choosing chants, what arc the 
two blemishes which should lead a 
precentor to reject some ? 

2 1 . What are the principal elements 
of expression in music ? Wliat arc the 
common defects of singers who do not 
study expression ?— p. 94. 

22. what is the principal habit to be 
formed in the delivery of tones ?— • and 
for what quality of tone should wo lis- 
ten in our own voice ? 


23. By wliat other names is a good 
’'attack;'' of the tones described ? Give 
illustrations of its importance. Des- 
cribe generally the sensations which 
accompany it both in the larynx and 
the mouth.— p. 95. 

24. How do the breath and g loti is 
act together in the chat attack J— in 
the gradual or breathing attack ?— in 
the chock !— in the jerk ?— in the slur 2 
\\ hat is the difference between a slur 
and a glide ? 

25. Wliat is meant by a clear Tri- 
Jease of the Tone,— and what is if s 

; importance ? 

; _ -2(5. ; Describe the manner' in wMolra . 
teacher, should introduce his first exer- : 
cises on the degrees of force.— p, 96, 

27. What are the names and siame 
for a long tone, or a phrase increasing 

. in foree ?— diminishing in force l— first 
increasing and then diminishing ? 

28. Describe the Pressure and Ex- 
plosive tones. 

29. Describe the Staccato, the 
Detached, and the Legato styles. 

; 30. What are the two considerations 
which principally guide us in applying 
Various degrees of force to music ? 

[ 31. How is it that it is possible for 

classes to go on singing a large quantity 
of music without 'really learning 
anything:? , y:,"g., ; . ... yg'/ /.. 

32. What points in a tunc hare to 
be considered with the view of deriding 
whether it should be .sung loudly or 
softly, or with a moderate degree of 
foree ?— p. 98. 

33. How should a true piano be 
sung ? 

34. How should a real vibrating forta 

he sung? " ■ 

35. What is “ phrasing” ? Show its 

importance. Mention three or four 
ways in which musical phrases can bo 
marked off, and distinguished by the 
singer. ■; : ■■:. ' ' 

36. What is usually the best form 

of force in ascending passages, and 
why ? • : 

37. What is usually tho host form ; 

of force in descending passages, and 
Why? '.o.';- 

38. How should Hopcaied tones be 
delivered, and why ? 

39. How should prolonged single 
tones be delivered, arid why ? 

40. What is the: best way of “ setting 
off ” the musical imitations in a 
melody ?— p. 100, 
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■ voice musie* what is oormuoaiy "uo 
highest tone of first Wsnr.mo, ,md 
lowest of. second Coxitl’ftltol 

y*», Plate aJlthe r uim s within y mr 
jaurtriedge of “ fiatfe mu 5 .? Mentw n 
t anything' you fhiJik likely to prow-nt, 

! arrest, or correct itv-p. ikl, ■ 

I pt, .Murk in tin heading of ? v, 
183 to ltd, FV. Ue. the Sql-f 1 n i o| 

■ the optional tones, at the eoniTnaud 
of! a. tenor voice ark also the }daee3 
t : ]i ' n ik v: a u< >J or :o 
s ; "i. < ■ i : k *' - • 

n. 7n wha't east - may -U\y< tu .form 
the Irak it of fcU owing thereat* v ' al- 
W&xr$ on the mm® tone' m ahsotoco: 
pitch? In what eases should other 
than tenor voices study carefully their 
j' ?i- 1 ;n 1 1 . ... „ - 

75, What at the chief uses- of 
sixths, eighths, am! ninths of a pulse in 
music ? How aie » ightlm oi u pane 
named and written? How uwilurd- 
skxtliS of apnlfse nninui and 'Wittui? 
! How are half -sixths of a pulse named 
and written ? How* arc ninths of u 
i pulse named and written ?p, 110. 

70. Give the. Tune nnums lor 1,1 k 

I following : — 


PRACTICE. 


a fifth or under fteutih, ’ 

St, Wj ite from memory or mug the 
three versions of the tune Xhuea.-e or 

^02^ JJrawfroni memory the diagram 
which shows the fliffew wx \n two* n IN 


pie ■■ diifere&t-.'iA’OTti;- 

rc?eas-ed v ;.hitcnsity- 
effect of . a; tone by: 
•hythelliiiterval oi 


the Exs. 177 to . 
teacher chooses. 

teose; . quoted of 
given to the meat 
accent— by eadeac 


77 TTi Id i «* h T *’ n d ut ’ 1 (rl1 ' 
b '-f “ forward 

njllity «f dniC to the Italic 

Analyse the harmony of one of 
BU (JO (Ni\pJ 
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Lab. mode and the Bay mode. Write 
aud slug the tune Nowell in the Bay 
mode and also in the Bah mode. 

83. Laa from the teacher’s pointing' 
ou the modulator all the exercises given 
in the \ ara, graph “ Difficulties of tint 
singer ” p. 80. bLLybb 

Si. Name the tones of the minor 
mode which belong to the following 
chord relations: Tanks— Sub-dominant, 
—Dominant, — Super-tonic, — Leading 
T< )ne, — Si ib-mediant,— ! Mediant . 

S3. Analyse any one of the chants, 
Exs. 181 to 186, which the teacher may 
require. 

88. Faint out examples, without 
having to look for them, of modulation 
ro the relative minor, and of modula- 
tion to the relative major.— p. S3. 

iff. Feint out examples, without 
having to look for them, of transitional 
modulation to the relative minor of the 
first flat key, and to the relative minor 
of the first sharp key. 

SB. Sing with correct time, tune, and 
expression, one of the Exs. IBS to 105, 
selected by the teacher. 

SO. Taa-tai on one tone the recita- 
tions of Exs. 177 and 17S. 

90. Mark the following passages of 
scripture for cadence and recitation. 
—Psalm 1, 8, 20, Si, 03, 93, 140. 
Isaiah. 12. , . , 

01 . Deliver the vowels a«, at, and ee, 
as forward in the mouth as possible, 
and with the best quality of voice you 
can produce.-— p. 95. ■ . ; ' 

92. Deliver the vowel aa, with clear 
attack, —with breathy r >r gradual attack, 
— with the cheek,— with the jerk,— with 
the slurred attack. 

03. feting the vowel aa t and end it 


with a clear release.— p. 96. 

94. - Perform any one of -the; ;Exs.\ 
197 to 201, which the teacher may 
select. 

95. Select from memory and sing a 
crescendo passage, — a diminuendo pas- 
sage,— a swell passage.— p, 97 

, in a Ex. 202. 

97. Select ,and sing a passage with 
staccato tones, — with detached tones. 

9S. Select and sing a legato passage. 

, 99. Sing a tone with medium force 

of your voice, — forte,— piano ; with 
which degree of force should {he fol- 
lowing pieces be sung through the 
greater part of their extent ’ — Ex. 134, 
141, 144, 188, 102, 194. 

100. Select rind sing a passage with 
true, vigorous piano.— p. 98. : 

101. Select and sing a passage With 
clear vibrating forte. 

102. Perform in the presence of the 

teacher any one of the Exs. 204 to 210, 
which he may select. i 

108. Select and sing an ascending 
passage in the proper manner.— p. 99. 

104. Select and sing a descending 
passage with proper expression. 

105. Select and sing with proper ex- 

pression a good example of repeated 
tones. EE A V Ayr k EL;-:, -.v ■ , v’E ;: 

106 . Select and sing a good example 
of the prolonged single tone. 

107. Select and sing a good example 
of imitations in melody. 

108. Select and sing a good example 
in Which the marked entrance of a 
“ part ” is required. 

109. Select illustrations of subordi- 
nation of parts, humming accompani- 
ment, and imitative sounds. 

110. Perform in the presence of the 


examiner one of the Exs. 211 to 214, 
chosen by him. 

111. Perform any one of the exer- 
cises 222—225 which the examiner may 
select. 

112. Perform anyone (chosen by the 
examiner) of the runs named in the 
paragraph “ Bapid Passages,"’ with 
prop* r deUvwy and propci manage- 
ment of breath. 

118. Select and sing a good example 
of the Explosive tone,"-*-of the Pressure 

tone. 

114. Sing a Unison passage with 
some other voice in perfect blending and 
unanimity of attack. 

115. Select and sing a cadence in a 
proper manner. 

116..:;,. Select. and .sing three different 
: examples tof.distingn.iisliing tones. ■ 

117. Select and sing two -different: . 
examples of dissonances, your teacher 
holding the resisting tone. 

US. ■ ' Describe or parse Exs. 194,, 198, 
or 197, which ever 1 "the, examiner,; 
chooses., ■ 

119. If' your voice i* soprano; sing 

: two tones, at " least, . in: ..the. Small; 
Register. , : 

120. /' Show, by singing, the place of 
the lesser break or breaks in your own 
voice, and what part or parts of the 
music you cau sing best. '■ 

121. If you are a tenor or contralto : 

singer mark, in presence of the ex- 
aminer, the optional tones and the best 
places of change in any one of the Exs. 
174, 175, wliich he may select. , , 

. 122. Tell your examiner what are 
the Sol-fa names of your optional tones,: 
in key C 5 -F-B flat,— E flat-G-D, 
—A. : .: 


DICTATION EXERCISES. 

"NTotf that t va standing alone may he used to indicate a whole pulse, and that after the first measure 
the accents are not necessarily marked by n and l. Observe also octave marks, p. 29. 

-13V 236 Write in correct time TRAAtefe d, r, xn I f, s, — iaaSAI 1, - /SAAtai s, taaiai s, s, — 


Ex. 236. Write in correct time TRAAtefe d, r, m 
• — taatai f, m,— TLAA f, — taa A ; and trafaTAi d, r, m, 
— tafaTAI t, Bfj f» — TLAATAl 111, 1 ’,— TAA 4. 

Ex. 237.- TRAA-efe s, f, — TAA-cfe m, r ,— tlaa 
d r *~' xaa t-one— TAA-efe l-one, r — TAAtefo d, t-ono, 
d,— TAA r, TAA d. 

Ex. 238. irafatefe d, r, m, f,— taatai s, m,— 

TUAATAl 1, S, — TAA GUG-d, — tllfutetc OllO-d, t, 1 } S 3 — 

talatefc f, m, r, d, — taatai. s, s-onc— taa d. 

Ex. 239. tiutai d, r, — -■ taa-SJT m ,— tlaatai 
St. Co. (New.J 


f, s, —TAA SAI 1, — SAA TAX S, — TAATAI S, S, — 
TAA. d. 

Ex. 240. traa s, — iflfatefe 1, s, 1, — tafatefo 
f, s, f, s, — trafaTAi m, r, d ; and traatai d, ni,— 
taataitee r, m, f ,— taatai m, d,— M^taitce s, f, — 
taataitee m, r, d, — taatai r, d. 

Ex. 241. SAAtai s, — trafaTAi m, l s, — 
SAAtai s, — trafaTAi 1, t, ono-d, — SAAtai s,— 
taatai f , m,— TAA-efe r, d — taa d. 

Ex. 242. SA At A i d, — traa-aitee m, r, — 
taa-aiteo d. t-one — taataitee 1-ono, t-one, d, — 
%R;AA( ''S«. 


M 



SIXTH STEP, 

Exercises, To perceive the Physical Facts find Mental life eh of 
a Transition, To perceive the Physical Facts mid 3ienf.il Fjjlcts 
VK To understand- Principles on which various degrees of Force 
use of them. To practise the Phrasing of Words, To cun rase 
7 if and correctly . To understand the Principal Forum of Vocal 
cir use. To exercise the Voice for Strength and Agility. 

-Exer- These physical facts will ptfepnr# the mind for 
eultiva- observing in the exercises which follow,-— that the 
for the second sharp remove with its raised d and its eflce- 

, other, tive t is even more expressive of rising r-moti on 

E every than the first sharp key, —that the second Hat rom< >vo 

5 begin- with its depressed d and its effective f, is even more 

hunts in expressive of seriousness and depression than the 

1. Tlic first flat remove. Compare p. 51. A transition oi 

phi ch lie two removes from the principal key (a principal tran- 

11 enable sition) is seldom used except for imitation and 

sequence. A transition of two removes from a 
subordinate (not principal) key of the piece is not 
uncommon and if the transition is from the. key ox 
tho dominant to that of the sub-dominant or rite 
versa it is generally' quite easy to sing. ! . This kind ■ 

' .* across the original hoy keeps that 

iix mind, and lessens tho violent effect of tho. 
removes. See « How t( 1 01 >s erve Hu rmonv.’ ’ p* 
md the u Common-places of Music,” p. 111. 

he Exeecises.— The following . two exerpi^k 
ild be done with great care, every transition 


Chest, Xiang, and Tuning Exercises,— Exer- 
cises for strengthening the chest, for the cultiva- 
tion of a pure and beautiful klang and for the 
ox; net tuning of the voices one with the other, 
sii-mld still be pursued, at the opening of every 
losson. The various voice exercises in the begm- 
rune* of the last step and the minor mode chants m 
three parts will answer the purpose well. . The 
leather will choose the kind of exercise winch ho 
1 hub? his class requires. il "Wall Sheets ’ ’ wall enable 
the teacher to use: more complex voice exercises, 
while leaving him at liberty to walk among the 
ranks of hisVmss and superintend tho posture and 
vocal delivery' of each pupil. . See Host 21, 22, 23. 

n I r 1 s tl ! Two Remove s . — Transitions to the . 0 f “oscillation 
+ i first sharp key or to the first flat key p G y 
\ f ' | (p. 50) are transitions of one remove. 

1 * ] i Dut the music often passes over the 5.1 

, , L H 1 i Prey of the first remove to the key of . 

d j j ■/// first, remove ; this wo call a transi- ; i 

t n i r S | finn of two removes. The teacher will sho 

I first lead his pupils to observe the passage, 

1 r S d £ physical facts connected with these iator. i 

i n ' removes. First, they will notice, that tionmaj 

$ rf f | tli o second sharp key raises the key dime nib 

t p] l I ! tone and with it tho whole music a first soil 

f ! full step, — tiiat it blots out f and d oi the the part 

7 ,, , A ! old kov and introduces in their place teach tl 

h t maud t of the new key as marked m before t 

1 /. i the signature, — and that, of tho two pupil in 

r * J / i * distinguishing tones, t .is the more he cross 

t; » 1 , hrtnortaut because it distinguishes transitu 

d j f ic sen md sharp remove from the first. are sun; 

‘Arond, thev will notice, that the second fat key to the p 

m, losses tlm key tone, and with it, the whole music first dii 

. L]f step,— that H blots out tho tones (which the dislmgi 
\ ’ p t v ,. introduced t and m, -and it intro nnnrvu 

for tlm now key, the tones (^hich tho sharp familial 
lemove blotted out) d and f, — and that ot these two amount 
cHimondimg tones, the f is the mon. important as ; trans.ti 
distinguishing tho :o coud flat remove from the first. « classic 

Si, Co, {'XciC'J "f ffJf) 




«ooil study of the modulator with a thoughtful 
exorowo of his voice will not only ocach him 
those particular times, hut will shew him the way 
to malt or similar difficulties in other music. ; 

" In Em 0 13 ho transition to the socsodu sharp key ; 
hecoinoVcom^mtiv Ay easy wheii%o pupils realize 
iho exact imitation there is m all the paius As 
mentioned above, t is the more important of die 
t^vo distinguishing tones. It the third pait rtiiau& 
ith nnlv and promptly the second part will have 
little difficulty. In teaching the parts separately, 
tluM-av is not assisted by harmony to establish the 
new kov : it will therefore ho useful to show on tho 
modulator what the notes would have been m the 
old key. Thus the third part would have de 1, i 
aud the second part would have ra de r. lho 
geftond distinguishing tone m is felt to he a klUe 
sharp but is seldom a difficulty, -this snould he 
traced on the modulator. , . . 1} , 

In Ex. 241 tho difficulty of the “ principal ^ 
■'transition of two removes is again lessened by imi- 
tation. The second distinguishing tone comes m 


BPl£l? e ■ ' ' 

first, and then the second part strikes the Jirst arid 
more Important distinguishing tone. "\V lien tno 
second distinguishing tone is heard brsttae transi- 
tion is easier to sing. it. is sometonn; ULy i a rang 
one remove at a time. But the second case, turn ot 
a subordinate ami u oscillating ’ two rciuovf put mea- 
sure 9, is more difficult to sing because tiler. ; 1 m t n o 
same help from imitatio a an d second i >ee:iust rt a j 11 ^ fc 
distinguishing tone is first introduced. ( Ino U'y 
1 transition has a perfect imitation note for note n>. 

its second part, and in its first part there is uu exact 
. imitation of the melodial waving of the previous 
: phrase one step lower. This last phrase would be 
i r f m r (two more fiat removes) if it were not bar- 
I mortised chromatically, and so retained in the ongi* 
j- mil; key.' 

[ Other examples will be found in “ Additional 
Exercises,” > 65 for imitation,— -pp. 38 & {2 tor 
oscillation and to give effect, to the next transition, 
and p. S3 a transitional modulation to the minor tor 
special effect, also to prepare effect. 
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SIXTH STEP. 


crcs. 


€ THE BOY O'' THE jffiQTINTAIi 

s-adahied from: Uhland ,by ' J. S. Stallvbe:^ 


dovdrs 


x our 


! .The 1 Moira. 


me crawl, 
"bells ring*, 


be- low 
Hie i eliurdi 


der clout 
some day 


When 


Here shoots the sun 


i, I’m the boy o* 

fit Hi ?n'i jsr :^s 

h, ! I’m the boy o’ 

o 1 more the boy o’ 


moua 


mouit 

mmm 


I am 

in n 

I am 
Koj mor 


moua 


I'm the boy < 
more the boy: 

67. Go, fNeiv.J 


o moun 
.e raouB 
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SIXTH STEP. 


Heaven and, 


G t. 

:d'f.s, S |l .l,tj d 1 .s :d' ' 

Heaven andj earth are full of thy j gio - ry, full, I 

I : dl f j- ,rt,r:n . r,d j 

Hea - ! - ven and earth and 


1 .sjjt .l,t d 1 .s :d' 

earth are full of thy glo - ry full 


f. F. L is D. 

: l n . n,n | ba . n,ba: se . ba,se j 

Heaven and earth are full of thj f 


of thy glo 


are | full of thy glo 


G.tjtt. t C. 

:*s — :f .f In .n : d s .s ,s j 1 .sj. :t . 1 ,t | d 1 .s :d ! 

full of thy I glo -ry, Heaven and! earth are lull of tliyj glo - ry, full 

;1|S| .Suli'ti . l[,ti I d .S| ' -As j— :f .f in_ _ j:~__ 

Heaven ig&d earth are full of thy I glo - ry, full 1 of thy [gio 


\f*'t l 'I ' 1 - 


SIXTH SITP. 


.t ,1 :t 


: .£ ,n | r 


.t i'd 1 

: the I high 

•r ll_ 

the i high 


ey A. 
id 

night ! 
night I 

i nr 

night ! 
night! 


GOOD NIGHT. 

Words translated by J . S. Stallybiiass. 
[To illustrate chromatics.] 

s, _jd in : r 

good “ 4 

good inght . 

Hi I si : 1 

good rv l^!; ; j 

„. nr „l night! 1 


There’s 
IlOlt VAT 


.rein id 

hare fought out 
the star - ry 
.1, ! set :li 

fm eye : tin' 

. lv ih - tie 


.£ jri : 
ly fight; 
dour bright 
*ti id 
no night *, . 
thy; might 


xo - ward 
ing watch 
.lei |ts 
fnl watch 
the new 


.cle i r 

of mind 
the eye 

.lei Its 


of man, while 

and strong: - then, 


are giv - on. , 
the mor - row,- 

.seiili ins 

’tis keep - ing ; 
ho - fore ns, 


and 1 rest;., 
that, sick- 

Is S6i 

while thou 


Noi - 
' Star - 

n 

There’s 

Heav’n 


fromhea - v< 
with sor - rc 

.se t hi :r, i 

art skep - i” 
i“0 - store Ui 


■ di 

,£e js in 

sy day 1 

iV spien - d 

.re jin :c 

an eve t 

lv Fa - t 


,re in : 

en flight: 
and bright ! 
«fej | S\ 

all night, 
thy might ! 
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night ! 
night ! 
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SIXTH STEP, 


NIGHT SONG. 


Ex. 248 . kky B k 


A. LX. 


1 1 . On the 


f'-.rn 


;n .r 
the 


■ * . 1 

. 

s if |n : 

— 

rf :r id * i 

:n |n ^ — 

woods tlrer,' 

2 broods ’ 

Doep : re - pose, 


deep re - 

• pose, 

Kc> ' pain 

a :t. 

111 ! 

t, :t ; 

Id : 

— 

S| :f| 

|H| It— 

i ! :d 

lie; iv’ illy 

land 

j An - gels sing, 


an - gels 

sing, 

B T o 

2s T o 

In 

All B A 

|tl .ti 

i ' 

:d .1, 

jsei 

' ■ j — ■; '■ 

.see! 

j «tj |d j t? 


stirs 


n 

breath 
or; care 

cl . ti :d .h Js.ei 

breath stirs 
or . care 


A - 

Can 


one 

pain 


. S8|. 

A- 

Canl 


mong “ the ■ 
■on - ter : 
1 | ,.S 0 U;lj .f| 


■ firs,; 
there, 


inong’ the 
cn - ter 


I Hi 
firs, 
there, 


And! 

But 


■ And no ko 
- But sweet voi 
ni :fi hi 


no 

sweet 


ze 

voi 


I i ll : 
blows, 
ring. 

d| - : 

blows. 

ring. 


F. t. 

TJie 

On 


,,r :m 


is .f,n 

birds ha ve all end - ed their 
earth we must soon end our 

: .Sjdjn .m : n . r,d 

The birds have ended their 
On earth we soon end our 


song, 

song, 

ti 


song, 

song, 


.tad'jdl .cl 1 :d ! .t,l 

The birds ha cc ended their 
On earth we soon end our 


Kf 


if r :n 


birds have all 
eartli we must 


in 

end 

soon 


, r ,d 


ed their 
end o ui- 


se 


song, 

song, 


song, 

song, 


Wait 


'Wait 



If 


ere 

r 


i ere 


i-. t n t f jr 

' long 
->d t r its-:. 

. A long 


f F. t.m. 

d 3 ; H t d ! |S 


Wait 
d^t-i ■ : 
Waft”' 




phyr 

cos 


d.f. E k 


■ Sit, 1 


Tito 

On, 


: - jn 4 : 
a- 


,d in 


a - while, 
t cl ,P 1 in 
a - while, 


SIXTH STEF. 



;& I t i 


■p t B b. — 
: Is sv 

Thine 'ey a 
tajfi .nr ; 

Thou It with 


shall gent . 


' | ISj Sj * jf ©|iS| | 1 } : 

\ Thi v, i.o eye shall gent 

) :m nj t reu Pis | f i 

( Thau It "with.” the an 

Tin* co Semovss. — Almost the only cases of three 
removes are those of m»M removes with modu- 
lation to the minor, or of thre| sharp removes with 
modulation to the mttfoi-. ImThesei, ^-Wothe 
similarity of the upper part ot the two modes v-n i 
haael »fid s 1 1 d ) assiMtheearwpiwsffigoverfreei 
one key into the other, especially if tnatlormot t oo, 
minor mode containing -oak i* 

T 8 it f s used. The third -flat ■ remove' is 

i n l l r S the more difficult to sing : simply: 
c ] f because the minor mode into 

t w l I ! V- d £ which it entersisitscll artidcuil 
; i n and difficult. The thud sharp 

i V a T f i remove-. : ferihe,kssy diliiculfc, 
■V ° fi 1 r because the major mode into 
7 s ZH ■ 1 which it enters is more natural 

7 S f J , ; .i to the ear. The Phmml 

b(t t H I % $ u changes, therefore, made m 

£ . : se : .u three removes, vary with tie 

i v l l r S dj " 1 varying use of hah and >«v ' 

ha i u I They may be greater or smaller 
r -8 d £ than those of two removes. 

i n l r 8 The Mental- ;are obvious, 
f — for a modulation from or 

t i, l V S d £ to minor ami a fiat Tcmove 
i n together naturally produce a 
1 a f bloomy, •depression, ot Toeimg,: 

1 r * j and a modulation from minor 

< n {> ' I. tomajoncom 

S ,/ • , | remove-- to produce a strange 

hat n Ilf 8 a i kind of excitoident.. .. . 

The ExeeciSes.— I n the same manner as ahove 
the teacher will shew his iiupQs oaThe modulater 
that in Ex. 2-tO thetramitioiitothetlurdjinMp ftty 


fhqt HI ilix. At*) \Oie UiAUtdVWU .. * 

is not very difficult, first, because it movw to tne 


more familiar and more anted u>-y~ ' ;* • 

second, h. -r. .■ lie • 1,1 . ” ‘ ! 

enters first, aftethat the- taird s.l) ,au<l te 
diilicnlt (4 last ox 

, T eearatoiv :iT;mayroe woddm. tnaa-T, ; ■ j , ; 
rCmordjeT that f a is the same.fimig a* i ^ l -y‘r - 
the 

• boTco- & ! le is the saiiio- fo t t,,. - v ..i . 

should hold out the d its full Icmgtu ni on,x i v.> ri -y 
h well into the. < ar before talrng - i new . i uu a.a .... 

Tho section in hoy C sluaud bu pi' '-is. . u ^ 
before it is united to the prevvum sc rues i y L . • 

| r rv V«i-.<i1«;fil-.-lib^l!d bhdlio y- 

the maior to tho artificial minor. AtthougU , ta 

h4 

the “tonic HU,jor.” t la ; 
Ex. 250 the transition .-to. tlie mmoi ot - 

- fy* 

,f ■ rf >f m ] j* is Iiho IjI | Ct .u.e ; 1 

that, in «wsecoudwt, d y ‘"V . y i ce ' l; 41. 

previous key,— and m.tlm hrst part Di 1 m ■ ; 

Other examples »aty he fcur.tl in 
Exercises,” pp. 7b & .94 fur sih-cuui (.c< r,- p. - - r 
:■• ' gubordmate transition and roteii n -am. W* ,ts ‘ 

| & 02 for returning transition. 
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key C, Andante. 
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Winds 
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and waves in 

If 

gen - 

PI 5“ 


The winds and* waves 
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gen 
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tie mo 
.f is 

tie mo 


tion, 

;n 

tion, 
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them with their lu-ls- 
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lul -la, lul -la- 

f- 
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, 1 „ 



s.d.f. Eb, 

s n :■ 
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sky, 
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the wind 
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E’en then no 1 
They in the 1 
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PI 
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no fear 
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dan - gor know - ing, 
tem - post’s how - ling. 






rd, ■ 

9r 

if ,n :f .s | 



s 

.pi 

|1 .1 :s .fe I 

s 

pi : — 

1 

They 

n 

Hear 

in 

.d 

a 

storms hear lull a- 
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mo-ther’s lul-la-i 

by, 

n 

bv, 

lul -la, lul -la- 1 

jr .a :r .t, 

lul -la, lul -la- 

by. 

d 

by. 
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MUSIC OE THE SPHERES. 

.Ex. 252. key A. Words translated from Besseld, by J. S. St^lyuius*. 


A. 


d, .d |d :si .d 

1, Stars are giv’u us our 

nil .Hi | Hi :nj .rv 

2.Seo yon star Written 

d :d .It |li isi 

path - way to light - en; 

rii :1| .fi |fi :rti 

earth’s tri-bu-la - tion; 


n 

life 


n 

They 

$1 

Pii - 


,r |r :d 

to bright - on, 

.ft ifi :ni 

so - la - tion; 

:n in _4 :f I 

can sweet - ha. the 

;si j si .A :lr -Si 

grim, keep your 


a .t| :li .sei'li 


And our 
I’ll ifi 

Here is 


scourg - mg 
fcj :£ej 
eour - age 


dim 

if, 

past 

lt[ 

.rod, 

I Sj 

high, 


l. c. 

hA\ ) 

earthly f 

* f 1 


:f, .f 

«iii 


■ .(si)y 
Theyf 
• .(«.)( 
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raise 


J ou would i tsliiub 


* f .1 j so :se ,se 

that is earth - ly shall 

. 1 iso tse.sel 

to the worlds and the] 


words there 


soon 


ring 


V :f ! .sVjr^ :rU' 
Ko - tiling on earth . a- 
f •*! .Is |f :f ,n 
There is an or-Tbit where 


- .1 |se : 

- deth sure 
re. |n ; 

shalt move, 


pure. 


sovjiro the loud tisieb: 

Wards hv Moo he. 


■I, Sound the loud 


yah hath 

,d :n 

was our 


quo; - ror, < praise to 


tri - umpli’d— hi; 


was our 


- riot; and 

n .re: n 

those she sent 


horse- men 


I - gypt the 
fKcw.J 


' *r. ! . , 



free ! 

| j 

Sing— 

for Hie 

t J — 1 ; 

1^1 :i— 

* I‘I| ‘Sf 

i sword • : ; ! 

Who 

shall re- 



i w s :■ 

i Sound 
!den 


yah hath ! tvi - umph'd; 


like child - lined’ 

.1, If, 

^ its sum - mer 


| area in, 
i Hi 

i day, 


Soon 





mmA’mw rv, gf&s&c.! 
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n :r ,n |s :£ ,n 

1 i- 

burns its se - cret 

fire, 

d :t, .d |1| .ti :t, .d 

f ; 

bright ’mid win - try 

1 gloom, 


i fe n :r .n (s 


:f .n 


Till life it - self ex 

rd :t| ,d I 1 -! • ti : t < .d \ 

True love will ov - er 



cres. 


Pi ,,re n 

Still uu- dv 


,> I bloom. 


ing, Timede-lfy 




COME, 


J Come,' fav 


Come, fa vs and, 


Como, 


Corne a - way 


s .d 1 :n' .,r ! j d 1 .4 irt.d 1 \ 

Come, a - way ye ! fays and fair-ios 1 


Come a 


come, 


come. 


come, 


I" s- ,s ;s,fe.g,l 1 s 

X While 1 i lie moo n is j sh 

< n; ,n :n,re,n,f n 


wood 


•dovr 


ome, . come, ' 
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come. 


come, 


come. 


come, 


come, 
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s .s :s,fe.s ,1 s .f :r • 

mile the moon is shin-ing bright, 

n ,n :n,re.n ,f n. .r :ti . 


come 


Como, come. 


come, 


come, 


come. 


come a 


the woods* deep sha 


come a 


come. 


Come 


r* . .d 1 ,d ! : t 

iiisfc; tO tile t 1 

r 1 .d 1 ,d ! :t 
r« .dscP :t 

List to tlie li 


iiierri-iv 


merri-ly 1 ho, 


merr 


| round and round. 


merri-ly 


mor 


watch 


: gpig 

4". V,: ' fk w 1 " ! 


*> r V*' > . | - ' 
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n 

:n ,,re 

n 


d 


ies. 

Fays and 

fair 

«• «• 

ies, 


d. 

: 

cl . 

:d . 

d . 

:d „ 

A 


Come, 

conic, 

come, 

come 

cl . 

• Sj ,,fei 

Si 

\ — 

H| : . . 

:di . 

come, 

Fays and 

fair 

- 

ies, 

come, 

n ,d 

,r :w . 


:s 

S 

« 

Como from the hill, 


Fays and 

fair 


U , 

:a . 

cl . 

in .,re 

. n - 

* — . k. 

Conic, 

come, 

come, 




d f , 

& 

*&i . 

d: . 

: ■ ; ' . 

d . 

:d . 





Come, 

come, i 

d 

■ ; : ■ 

v .t|,d:r ,t| 

k 

. iki i 

ies. 


Conic from the ilmn -lain. 

IvVtka 


d 

;dk , 

tj • 

itj * 

|| ! 


como, 

• . come, ' 

Come, 

come, 

come, 

come, • 

Pl[ V 

Idf l ; 

Sj • 

:s> , 

Si . 

kSi • 

ids, : 

come, 




• . 


r . t|^d: r . 

Come from the glen, 


t» * 

Come, 

Si . 


ies, 

Cl 


:.t, 

come, 


t; . 

come 

s. . 


:n ,,re : n 

Fays and; fair 

: ■ a . ■ 

ConiO; 

• Si .,fe } : sj 

Fays andj fair 


■A 


More Bis tan D Bemoves arc not much, used in ordin- 
ary choral music. They can he studied on the 
extended modulator. See. also m.y ^ Construction 
Exercises,” p. 154, and “ Staff .Flotation: an In- 
■: trod net ion. 

Effect of Speed and Force.— We all know that ' 
when we are excited our pulse moves quickly, and 
that when wo are calm and meditative our pulse 
.moves more gently and slowly. This is the general 
principle which must govern our speed of move- 
ment in singing. It should he regulated by the 
character of the emotion we are expressing. We 
may also notice, that the same state of our fe«lir-*v' 
which naturally suggests that ., we should speak 
quickly, generally leads us, at the same time, to, spealc 
ulmil. And the same emotions which, lead us to 
speak slowly, commonly also suggest that we should 
speak softly. Hence the connection between spsed 
and force. In this study, however, the followin'*' 
caption from Dr. Lowell Mason should he .kept in. 
mma.^ Ho^pays, “ The very same words may he 


pi .& ,r:n 

Come from the rill, 

cl , : cl 

Dome 
Cl . 


come, 
Itl . 


f. :d. 

a s 

yes. 

ta,f 

ves. 


* H ■ « 

come, 
:S| . 


id , 

Come, 


IIS. 
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and so with a pervading difference of expression, 
The hymn commencing, “When I can road my 
title clear,” would he sung hy one man (looking at 
his Christian hopes through the tears of penitence and 
sorrow) with a subdued trembling confidence, and 
hy another man (who has long taken ‘ J esus ’ for ‘ the 
Christ,’ in whom his soul trusts) with the free full 
triumph of gratitude and faith. The Israelites' 
before they crossed the Bed Sea, might have mm™ 
such a hymn as that which begins— D 

I sing th* almighty power of God, 

That made the mountains rise* ; 

That spread the flowing seas abroad. 

And built the lofty skies. 

But they would have sung it, in a vore different 
strain after bad crossed the Bed Seal It 

might bo said, that, in both these cases. Hi second 
way of singing is the rigid wav. Bn I allow- : 
anccs must, nevertheless, be‘made for this difference 
ui the general style and manner oik deli very.’ ! 
Tlie principles here laid down are j encssariiv 
incomplete; but they will serve th,* purpose 
of setting the pupil to think, Each case given 
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aa $?*&&£££ i 

esssststen 


. , Vv new Ttrmciplfi. Lot the pupil rememw* i™ 
ti SS Wndent tUght and feel ng is 
/ A,., ortlii exercise, in coimesioa with mis subject, of 
MV real value to him. The mere learning ot rate 
for expression, without apprehending and testing 
... » * • -•..-i ffnrifp to airalv thorn 


4.1 L Ju. \>X1VA WUM. C? »••** 

The studenfe should here he cautioned agaimdan 
unnatural straining after expression, against giving 
such expression to a single ’word, or to a single 
line of the poetry, as will distract the attention 
n. . r i -rw-n'T-ni tnr>' aiid rsrO"* 


4. ;; nvrvrd^um without apprehenamg ana xesuug une oi me puewy, ^ y. ‘ r" 

tliuirnieaning' and witliolt trying to apply tham from the general son I ,i;l,vadll,br d 1 " 
f.iv v ourself, or to invent others if need he,— would dominating f eeling of the piece, . 


for yourself, or to invent others if need be,- would 
b» hist the putting on of so many ^weights ana 
shackles to hinder all free movement. ; 


-q A . . , 

The author of “ Our Church Music cites two 
striking illustrations of this, “The following 
stanza,” he says:— 


loud and Quick. — these principles will naturally stanza, he says . ^ 

to ns that passages of rnusie expressing Sinners rejoice, and aunts be M 

suggest to us mu. pa.isa.,m -thoi- excited Hosanna, let lira name he West ; • 

joyful praise, gladness of hKirt; and ether^e. a tlicmsand blessings on his h»>l 

■emotions, should ho delivered with force, and with Wit!n>eaoe. imd joy, ana K -wr.v mi : 

quick and sometimes accelerated eviiVntlv througlinul njMl.vd one; mid the 

this, among the many passages » l ^dual word pi<& does net change it, tharac- 

seems to act the wmh, there arc | ter . j on ce heaid a leader, with a pmvai ui voice, 

dramatic delivery naturally assumes the same ipial \ . this hvnm. Catching at such words as 

itiesef loudness and ipiiclaiess. ‘rejoice,’ ‘ be glad,’ &c., he, bounded on. exnltmgly. 

toyf-A praise . — Illustrations of th » ^dlholmija / V su ’ dden i/Ms eve fell upon the word ’ 'peace 

in “ Jacksons,” p. 2 , v. 4 ,last lme,-‘ bwrflly p. *>2 hh v mk.' He was startled. .But, with 

“ Nature’s,” &o.,~and St. Co. ax. 111. , ready presence of mind, he cheeked Ins musical 


JLillS * gave IUUI ( ' . . 

“Nature's*" uuu .««. • j T .wi/ presence of mind, he • chocked his musical 

. Gladness.— Soe Sunshme, p. 4o, V Jg career, 1 and sinking his voice to a whispering 
verses 1, 2, — “ Spring hie, p. h,i 0 w pianimm, faintly articulated the word;«««. Ahis 

gladness hursts out on the words Xfuuah, glow nccoinnlishod, however, he rallied manfully for 

Sway " &e„ — see also St. Co. Ex. 174, at the open- of m ^ to depict the ‘ .tox ’ and 

•jnj? and at the close before. ” Tike. « r > of it.” The following stanza 

I..mted emotion.- By this we mean other excitmg «■"»' ot it. ° 

emotions besides those of praise .and gl#m» , ^ fcc §4r tte^h you dire to tread, 

an v of these emotions when saudenh iu ousea. ooe. Hark ! . the awful thunder: rolhiig 

1V> feelin^ of riafcriotism in p. 13, first 8 measures i,ou& and louder o’er your head : 

and last 8 measures,— sac exulting confidence m ^ ^ d sung w jik aii AWrfl. creseemh on 

•< Rise my soul,” p. 33, v. 1 ,-^egachttgetoexc^ g ^ ilino> attda ^eat thundering oi thcorgrn- 
confidence in <( Hearer my Ooa, p. U,. v. p h^s. ^nt the true feelmg of the verse is that ot. 

i to 5,— in “ Hope will,” p. 12, close oi each voi.c, Lpauud solemnity. The attitude hotli of speaker 
„i n « Hear me,” p. 18, third score, where the words . Maxev h that of quiet listening. “ Sh ould not 
aro tho^ of prayer hut the f eeling s ;ihat of ex^ ^Sfve^der ” 1m says, ^ sink his voice to n 

ing coiiftdmiee,-andiii;‘bavxour ..bmlhe, wk j S p eT) a nd turn the listeiier s ear mward, to H e 

third score, where even the depressing senUpicntof J of Hs owa conscience, rather tnan stun it 

confession is naturally ovcrloolmd m The | p y naite nal noise h” . l ff uW1 f 

rmnnev of passionate entreaty. Bee tasw ,ih the student always' ask himsell— 1 hat 

wMclr the excited emotion sug-csts also .acccUcr- ■■ La ^ niiltd (excited, or quiet, 

ated speed, in “ We fiy,” p. 20, through the wiicde, Um 

crniiom. * 00 , , Ihls sultjecfc i s wore fully treated in « Musical Theory,' Book I\ . 
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from unimportant words, and forgetting the main 
sentiment which he is uttering. 

Loud and Slow. — -Passages •which express some, 
grand idea on which the mind delights to dwell 
should he sung loudly, and not only without quick- 
ened movement; hut often in 'a delayed and 
sustained manner. 

Grand Ideas .— See examples in “ God speed, 5 ' p. 1 
— 1 ‘Spring Life/ 5 p. 4, “ praise and pray/ 5 where, in 
the same place, the other verses would he sung loud 
and quick, — and in “Quail/ 5 p. 15, end of third Verse, 
where after trembling and fear, there comes a sol- 
emn confident utterance of thoughtful faith on the 
words “God for his creatures will care/ 5 — “How 
lovely/ 5 x 3 - 61, first score “throughout 55 to “tid- 
hsgs/ 5 expressing the universal triumph of the 
gospel. Musically considered, this forte, r alien- 
tando prepares the way, by contrast, — for the: fight 
piano which follows, — in “ Sunshine,” p. 45, where 
the singer is contemplating with strong satisfaction 
the blessings he has realised, and where, in the same 
place the previous verses would he sung loud and 
quick. ; See also St. Co. Ex. 139, last line v. 3 & 4. 

Ex. 256. What musical expression is suitable 
to the -words in “ Morning prayer/ 5 p. SO, “ I feel 
my being new created? 55 — in “May time/ 5 p. 5, 
opening of v. 1 and 3 F 

Ex. 257. What expression -would you give to 
“ Quail/ 5 p. 15, “ God he thanked/ 5 and “ Look she 
goes ? 55 — to “ Home/ 5 p. 76, “ tell me heaven ? 55 — 
and to “Saviour/ 5 p. 92, “for we are safe if thou. 5 ’ 

Ex. 258. What expression w T ould you give to 
“ The stout limbed/ 5 p. 77, last score and p. 78, 
third score ? — and to “How lovely/ 5 p. 58, last score. 
Give your reasons in both cases. 

Ex. 259. What general musical expression 
would you give- to the words in. St. Co. Ex. 134, — 
and what special expression to Ex. 113, scores 1, 2, 
3, 6, 7 ?— in Ex. 175, on the words “ The sea/ 5 
“The deep blue sea for me P 55 — what expression 
would you give to St. Co. Ex. 143, “ Great is the 
Lord/ 5 “He makes his promise good. 55 

Soft and Slow. — The principles stated at the 
commencement of this subject naturally suggest, — 
that words which express Worship, Sadness, or 
other Subdued Emotions as well as those which 
place the mind in the attitude of Meditation, Des- 
cription, or Bepose, should he sung more softly and 
often more slowly than other passages. There are 
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also several Dramatic Effects which, can be well 
expressed by soft and slow singing. 

Worship.— Sec examples in “ Hear me/ 5 p. 17, at 
the opening, where the second score, being a repe- 
tition section and expressive of rising urgency is 
naturally sung louder than the first ; but still piano. 
Lord in this/ 5 p. 33, v. 2, where the worshipful 
feeling is deeper and humbler than in v. 1, and. 
should be su% more softly and slowly. This 
expression prepares for rising urgency of prayer in 
v. 3. See also St. Co. Ex. 135, v. 1. 

Sadness. — See illustrations in “ Shepherds 
lament/ 5 p. 89, score 4, where the closed door, pro- 
duces^ sadness, which sobs in the words “and all, 
—all/ 5 and deepens into utter desolation, delaying 
the utterance of the words “me, a dream to me/ 5 — > 
and in St. Co. Ex. 188, v. 2, second and third scores, 
— Ex. 190, v. 2, last two lines. 

Subdued Emotion. — See examples in “ Jackson’s 55 
p. 2, v. 2, first and last lines, arid v. 4, second line. 
Note that in this piece, the last line of the last 
verse would he sung with a contrasting expression, — 
“ Quail, call/ 5 p. 14, “ Ah ! but 55 to “ defend/ 5 — also 
the ^ same, “cold 55 to “cries/ 5 — and the subdued 
feeling of the listener, v. 1 and 4 of the same, — 
“ Come freedom’s/ 5 p. 13, y. 2, lines 1, 2,— “ Eortune 
hunter/ 5 v. 5, last two lines,— “ Hope will/ 5 p. 12, v. 
1, line d, and v. 2, line 1. See also St. Co. Ex. 139, 
v. 3, first line. 

, Meditation, Description, or Depose. — See examples 
m “ If I had/ 5 p. 45, last score “ But thoughts 55 to 
“here/ 5 — “How lovely,” p. 58, duet,— “Swiftly,” p. 
31, “sweet,” &c.,— “My lady,” p. 21, where 'soft 
respectful “ description 55 mingles with “excited 
emotion/ 5 which, see above, requires a different 
treatment,— “ Spring fife,” p. 3,— “Hear me,” p. 18, 

“ I will/ 5 — where the singer anticipates the sense of 
repose. See also St. Co. Ex. 119, “oh, sweet content 55 
“oh, punishment/ 5 — Ex. 193, where, the -whole is 
descriptive and subdued; but where, in the second 
and third verses, the second half is made softer and 
slower stall by the “subdued emotion.” 

Dramatic Effect. — See illustrations in “Night 
around,” p. 22. The accompaniment imitates the 
effect o± a night breeze,— “The woods/ 5 p. 73, last 
score “and vanish,” &c., when the diminuendo, 
pianissimo pictures the passing away of a dream,— 
Ye spotted/ 5 p. 83, fourth score, “Beetles black,” 
where the low voiced horror of the fames, when 
thinking of the “beetles/ 5 is contrasted with their 
loud defiance of the spiders. 
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. Soft and aiuclc— On the same principles it is mj 
to sec that passages expressing Gtaity or the icehng 
of Oimrdng and Irmcndo are naturally delivered 
in a soft, Light, and quick maimer o 

Gaiety * — See examples m Come let, p. -•*» 
“trip it to and fro,” — “Fortune hunter, p. 
“Gipsies’ tent,” p. 35,— and" 0 the joy, — “Xho 
woods',” p. 71, where the light gaiety of the music is 

moderated by the descriptive character ot the words. 

See also St. Co. Ex. 78, “Tra, la, la, -Ex. 1/4 
' whore the gaiety of the first half of the music is 
contrasted with the boldness of its opening and 
close, and with the more legato descriptive passage 

Plauful Cuming.— See examples m ‘ Foituno 
hunter,” p. 4, v. 8, “ Without asking my lady, and 
v. 10, last line where the fun would be increased by 
a pause after “not ,” — “ Quail, p. 14, v. •>, c ' _ 
lie.” See St. Co. Ex. 145 on tho last words m.v 
lovo loves mo,” ns though playing with a pleasant 
secret -Ex. 120, where after tho importunate Till 
me," another set of voices seems to reply Oh; 
no,” and p. 42, from “all among to dwell, 
whore tho pretty little secret is let out. „ 

Dramatic meet.— See examples m bn litly, p. 
op whore first the quick fleeting shadows and after- 
wards tho quickly glinting sunbeams are imitated, 
Seo St. Co. Ex. 102, where tho rise and tail ot 

laughter is not only imitated hut enacted. 

Fx 260. What expression would you give to 
“ 0 Saviour,” p. 86, S measures beginning “Save 
Father my,” P- 34, v. 1. lines o, fa Eoi d 
in this,” p. 33, v. 4, line 2?— “ Saviour, _ p. 92, 
“Though” to “ fl>; ? “ Loud tho storm wind, p. 

!J ' Ex* 261^ What expression should bo given to 
fit. Co. Ex. 97, v. 1, lino 1, v. 3, lines 1 arid 2 r-to 
Ex. 194, v. 1, “In silence to end,— and in. what 
different manner should tho mingled emotions ot 
lav, and sustained, intensified agony, in Jerusa- 
iom ” &c., be expressed? — Ex. 13 /, first line of each 
verse ?— Ex. 139, v. 3, “ and quiet her 

loud to Soft — Passages which suggest “Excited 
emotion” at their opening, gradually changing to 
“ Subdued emotion,” will naturally be sung dimm- 
xmu/o Poe “Spring,” p. 51, “Clou to S«, 
—“Going home,” p. 2, v. 2, last line,— “Morning 
nraver ” p. 79, where tho ma in the contralto twice 
hushes the outburst of greeting at the solemn sense 
of the Divine presence, — and where, on the repetition, 
the fooling, still more deepened, may oe expressed 
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bv a piammmo, ralltniando finish to the duumuendo. 
The words of tho second verse do not require such 
refined expression: bat those of tho third verse m 
the same place, demand all the fcelmg nhuh con- 
duetor and singers can throw into them, ate also 
St. Co. Ex. 79, score 4, v. 1. 

Single tones may take the same shape, but it- that 
brief and condensed form, which we call the explo- 
sive tone, when tho singer wishes to express vig- 
our and energy in a somewhat spasmodic manner. 
Let the pupils sing the scale upward and down- 
ward with a feeling of ! resolute . detcrimnation, to 
the words, “ No ! I will not! Eo! I will not . 

See also illustrations in the fairies raying Hence, 
hence,” to the spiders, p. 83,—“ Where the gay, 
p. 65, score 4, the energetic climax of a remarkable 
crescendo passage,— “ Hear mo, p. 1«» 
fourth scores, — “ The Shepherd s, p. 38 m which 
a number of explosive tones must he excused on 
account of the state of passionate Women * . M 
the singer has to impersonate,— “ Harveso llouu, 
p. 89. ; :<i , 

Soft to Loud.— Passages which suggest “ linh- 
du^d emotion” at their opening? gradually chan g- 
W to “Excited emotion,” will naturally he sung 
XU: Sec “At first,” p. 54, first score, where 
the gathering force of a mountain stream is repre- 
sented bv mscmlo and accelerafo ; and the mine 
thin” 1 , p. 55, score 4, — "Loud the storm wind, J’J- 
94 and 95, “loud,” &c„ where tho subdual feeling 
of description gradually changes mto 
excitement, bee also St. Co. . L.>. u • * . * „ 

in,” to “ to he,”— Ex. X * 5, “ Beautenu to ha,, 
where contemplation. rises into ecstasy. 

Single tones may take the same shape hat in that 
brief and condensed form which wc call pressnro 
tone 'when the singer wishes to express the breath- 
ngs’of Scntreaty, or any deepening emotion 
Let the pupil sing the scale slowly upward and 
downward to the words “ Oh l do, pray do . 3h . do, 
Sydor See u Jackson,” p. 3, on the words, v. 
2 last line, — “ Father,” p. 34, v. X, whore ft pm- 
sure tone oi each syllable of - From human agony, 
would well express tlio deepening emotion, Ho.»r 

" 17, score 2, « 0,”-^** P- * 
Saviour, p. BO, score 2? “Save, 
u It should here bo noticed? however, that 

tin- same emotion is sometimes expressed violent,} 
: ^ionatelv by tho explosive tone winch 

tope;, see “Saviour,” p. 87,.“ have. Help,. 


134 


SIXTH STEP. 


Ex. 282-— 271 


” Homo,” p. 76, score 1, “shall.” See also St. Co. 
■Ex. 189, — Ex. 194, each, syllable of “the anguish 
of our soul.” 

Ex. £62. Mark for expression the following* 
stanza, first on the supposition that the poet wishes 
the mind strongly impressed with the contract in 
the picture, for the sake (for example) of some lesson 
lie means to draw from it, — and, secondly, suppos- 
ing the sentiment to mean nothing more than a 
descriptive meditation 

In winter, from the mountain. 

The stream, like a torrent, flows ; 

In summer, the same fountain 
la calm as a child’s repose. 

Ex. 263 . Marie the following — from Gorshach’s 
“Jitfcle Singing Bird,” translated by SB*. James 
Staliybrass : — 

Oil airy wings 
The : s%lark springs , 

To yonder cloud on high ; 

His thanks to G od 
He flings abroad, 

And fills the wide blue sky. : 

O songster rare, 

You swing up there— 

Creation’s morning hell ! 

:My songs PH blend - 
With yours, and send 
Them up to heaven as well. 

Ex. 264. Ditto, ditto. 

Oh ! never fear 
Old Winter’s cheer, 

Though rude and sharp his greeting ; 

His coat is rough 
His voice is gruff. 

But warm his heart is beating. 

He wears no smile 
And for a while 

He’ll seem to hide our treasures ; 

But in the end . 

He’ll prove n friend 
And bring us back Spring pleasures.*’ 

Ex. 265. Ditto, ditto. 

When Spring unlocks the frozen ground 
And scatters all its treasures round , 

How sharp and active then is found, 

Old Master Spade the Gardener ! 

When ’rnong the crops feeds hungry Bun, 

Oh l who will rise before the sun 
To scare the rogue and make him run? 

Old Master Spade 'the Gardener l 

Suppose the last line in each stanza repeated, what 
would be your feeling in tho repetition, 1 and how 
would; you mark it ? 
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Ex. 266. Ditto, ditto. 

Oh 1 there’s not a sweeter pleasure 
Than to know a faithful heart. 

Y e that own so ri cl i a treaau re 
Never, never with it part ! 

Blest are we. in joy and woe, 

If but one true heart we know. 

Ex. 2Q7. Ditto, ditto. 

Your cage is nice and ready : 

Though green boughs, pretty bird, 

Aro now your homo delightful 
And rightful,— 

Yet spiteful 

Is Whiter, and he’ll pinch hard. 

The cage has long been ready : 

What says the pretty bird t 
I’m still to freedom c lin ging 
. And swinging 
And winging 

n m 3T flight o’er the bright green sward ! 

Ex. 288. Mark this from u Favourite Welsh 
Hymns, by Joseph Morris 
Par on the ocean, one cold starless night 
small bark was sailing* in pitiful -olight ; 

Xhe bopmof the billow's, as on rushed the storm, 

U ereauievthe stout hearts oiMhe mxm with alariii. 

Hut one m that lone boat was fearless the while, 

' iH™ ca Ptam s bright boy,— looking round with a smik- ; 

"• dbnot ^ar, 

Y e safely shall land, for my lather doth steer.” . 

Ex. 289. Mark this, by the Key' WV B, IV:— 
N ever forget the dear ones,— 

Wha* songs, like theirs, so sweet ? 

What brilliant dance of stranger;; 

Like their small twinkling feet? 

Thy sun-lights on life’s waters, 

Tliy rainbows on its foam : 

Never forget the dear ones 
Within thy house at home. 

Ex. 270. Mark this, from Barry Cornwall:— 

; Oh ! the summer night 
Has a smile of light, 

And she sits on a sapphire throne ; 

Whilst the sweet winds load her 
With garlands of odour, 

Prom the bud to the rose o’erblown. 

But the winter night 
Is all cold and white, 

And she sia-geth a song of pain : 

Till the wild bee hummeth 
And warn spring cometh, 

< JLiien she uies m a dream of rain. 

HoW would you trait the last verse 
■a/* 1, where and oh! where is ■ your Highland 
laddie gone ? ” We once heard it sung all^w om 
pimrn* Should question and answer be given alike f 
Suppose, and suppose that your Highland lad should die ? 
^ anf Sy-' S Sh0Uld play o or > llim and I’d lay me down 
And ’tis oh ! in my heart X wish he may not die. 
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Will you take tlio first line as a simple thought- 
less remark of the questioner, as a solemn tear 
seriousl } entertained, or ns a heartless mocking sug- 
gestion ? ^ Is the opening of the second line the sad 
musing of sorrow as it pictures the parting scene ? 
Ur is it V !.e earnest voice of a momentary triumphant 
feeling, claiming, even in death, some honour fur 
the Highland lad? Does the last line imply hope, 
or a troubled heart near despair ? Mark the verso 
according to all these various readings. 

Finally, on this subject of expression, let pupils 
he always reminded, that, in the preceding exorcises, 
we hare only introduced them to certain gen- 
eral principles and instruments of Amr, But, to use 
the memorable words of M. Fells, 44 Art without 
love is rowEiiLEss. To persuade wo must believe 
iu what we say. To move we must ouxiselves be 
moye»,” If you want to see how this principle is 
iMgoiteig and how little the highest art cun do 
vithoat/JTtrs it ami Lorn, go lbh-u to ih w by. bd 
=' r in i. u .• Jii L-raLe i p jta-li jn.o of b , ,id 
or France, or to the unbelieving'' choir and organist' 
in sonic of our greatest ehureh.es. " ■ 

"jb;: : ■ vO f ' "tile ; . cbmihehebnieht'l--^ 

of the course, as at pp. 9, 16, and 110, the attention 
of tlie student has been directed to the proper 
division of the melody into portions* marked by 
breathing places. At pj>. 69, TO, instructions ami 
exercises have been given in th e art of quickly detect- 
ing the natural divisions of musical sections and 
phrases, and at p. 98, the principles of 44 Melodic 
Phrasing” arc still further developed. But to the 
singer a yet more important art is that of dividing* 1 
the wards so as to give the sente must clearly and of 
■making the hearer receive that sense as the singer I 
fools it. When singers take breath iu the middle of 
a word, or between' words which so belong to one 
another as properly to make up a compound word, ! 
they commit an outrage ' on the poetry they .hmg,y| 
“ Who would do so f * ■. exclaims the irritable 'reader. I 
“ Let hi ni listen attentively,” says Mr. Wordsworth, • 

44 to the next ten singers and out of the number, 
nine shall bo caught in what appears an impossible 
.limit, intelligent people have mwj words thus j 
;p imefcuated,- — ' 

I saw the nous man rohfeticl 

With, — life’s uj n limbered, — woes . 

And , — lie was phot wiih,—mxt a .friend. 

The singer should form the habit of looking ,on 
words not singly but m groups joined together 
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naturally by lie enso. In other lan g . , than 
our own the little words are absorbed into the 
larger ones. Thus, in Latin or in Hebrew nearly 
all the “groups” marked in the verse below could 
be expressed by single words. Without studying 
deeply the details of grammaticalanalysis, the musical 
student will easily see, by liis common sense, what 
words betomf to Me another. ' Let not such words be 
separated. Wh.cn the smaller groups — the compound 
words — arc readily distinguished, the student will 
begin to form these again into larger groups. Thus 
each line of the following; verse may be divided into 
two larger groups as well as into three or four 
smaller ones. The stronger the retaining power 
of the lungs the larger the phrase they cuu easily 
deliv< r in on. oath. 

With all lay powers of lAbi Mi tonjjuo * 

"bib; . 

Approve ~ the song ’ anrl join, file praise. 

Mr, CL F. Hoot proposes that a verso, like the 
h>‘b>vhiL% should Lu swig; ry ihe u,i < t" omu 
familiar time : — 

While shepherds wahhed their iiuuks by night, 

Ml .seated ou the mound. 

The angel of the Lord mam. down, 

And glor# shoae around 

1 t * L «t p be first re<pr*\d t tab* hi t is 
the middle of tlic words “shephovilV* “.seated,” 

“ angel ” and 44 glory.” 44 All would feel'A ho say% 

44 that^ taking breath between the syllables of a 
word is wrong, and thus one rule would be deduced. 
Next, the pupils might be asked to take breath 

■ after the words 4 their/ and 4 by * in the first lino, 

and after ‘the’ in the second, be. It would thou 
be seen that the breath must not ho taken utter 
words that aro in close connexion with other words. 
Finally, the pupils should sing the verso, taking 
breath where the stops occur, and after emphatic 
words. That wall bo found agreeable and expressive, 
and thus the rule for correct breathing would be 
e- nhiisla <l.‘* A 

■ Tim musical ami pocikal phrases, in hedilhy 
eases, coiacklo with each other, But iy|ef|:!s : ;;;t|ihl 
is not the case, the words must rule, In the h «How» 
ing illustration, from W. A, Wordsworth's “ Tmu- 
tUo on Singing,” the mmC&l phrasing would 
suggest, am ‘breathing places, those where the crons 
■%' placed. But such a, phrasing would, in 'two 
■places, be. false to the sense, Thev other marking u 
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passage in both 


; , t all _ &J101 Id bo agreed as to the principal places of 

inking breath. It produces a delightful effect of 

unity armd clear expression thus to make the - phk f 
mg’ 5 «/•.- «« / ?«. pnras- 

>lx. 2 S 7 S. Divide the words of Ex. 19? m 
MO, mtc=3 smaller groups and mark them after the 
manner o* the verse above.— « With all” 14 

* ^ w Divide into larger groups, and morl- 

m the s a-JLi me way, tho words of <s Hope will ” r > 1 o* 
Lome —freedom's” p. 33. “Lord in this” n' r>’ 
“Father—- my spirit,” p. 34’ lms ’ P- 33 > 

. Vowel The importance of vowel sound* 

smg«hea s been show, and the consonant hate 5° 
ready be on studied, bp 59 fin wp ^ nai e , aI ” 

growsei^— eloss inthe utterance ofconsonantfthe‘ w S 

tieulaboEua. exercises” Nos . 146 to 152™ H L' £ 
chant, or- 

parts of ts&e country principallr differ The S 
teacher m-ray not always think it advisable to fitw 
against arm accepted and well confinned local hah* 

“ f “ w“ ft: 

A 8 ^n,th-oa 3 vowel, wiich ere conuCdy^wTn 

tor a passing moment. Now these vowelsnS 
lish are riearcly shortened utterances of thJ ag 
pon&g well Wa long vowL, |w “ “f u ' 
TO(]U!rO 

; «*»• Lr*e&« fMw,J 


ently arranged. Hence the power of smst/dnm* 
thorn has to he learnt as a new art. So diflieu^ 
are they that Kallmann and some other writers op 
mus 1C al pronunciation, misled by the word shori 
nf?fL n0 ^ n ° tlC v 3 l S ' these vowels really differ from 

others m quality, take for granted that ‘"the shori 
vowel, cannot be prolonged,” But to hear the 
quality o± a vowel altered in singing, as for oxamni » 
s^saH cart, f°°l, substituted for still, set. Li 
Mh produces a most diaigreable, often painful 

ssa hoip to ^ -ws* 

Mechanism of the Towels.-Towels are nrodu w .,1 
V, giving certain fixed forms to the fiVitW 
between the larynx and the lips. These cavities 
act as a “ resonator ” to the tones proefum] in ft! 
larynx, just as the body of the violin acts » • "I 
aior to the tones generated bv its string " V Vhto 

sr,r.r,s“ir*^«Kr 
ssJmstsiss^ ss^B 

course coniine onr attention to the princin-.l^ vt 

ssjc* “**» “■ ™ssa 

iiflgiig 

So om th ° Wg ?“ !r ' and co to tho Wplta! 
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SCALE OP ENGLISH VOWELS.*- 

'GENERALLY 'LONG. ' ! GFNEIULLY SHOST. : 

’ / EE, in lev!. A AA 


1 «■ 

o 

6 s 


u'ty 


AI, in b<wt. 


AA, in ha<r f bazaar. 


Ail, in IVM. 


1 / 


,< ;/0A, as 6 in pole, 
00, in pool. ■ 


I, In bft. : 

E, iii LA. 
A, in LA. 
IT, in Imt. 


0 in pel. 


I; Oja’sifinp^il. 


In speaking of the vowels it will bo most con- 
venient not to call them by their sounds, but by the 
^ : names'" J of ; thee letters^ 

composing their glossic form: ce will bo l£ double* 
vtA:; V * ' mg will . ber ■* * .a»etfef* '-and: . so on. : 
The teacher will thus he able to call for a sound 
■without first pronouncing it. 

The open Italian an forms the centre of this vowel 
scale. Proceeding upwards from aa the middle 
of the tongue is raised for each higher vowel. The 
lips are open throughout this series. Below aa the 
lips are gradually more and more rounded, being 
closest for oo or uo. At oo or no the bach of the 
tongue is highest, and the tongue is altogether low- 
est at ait or o. The tongue is in precisely the same 
position for on and eta, but for a a the lips are not 
rounded, arid the larynx is lower. 

Just as in studying tune wo took the boldest tones 
of the modulator first, so in si inlying the vowels we 
eouinu nee with those most readily produced by the 
linger or most familiar as separate rntiafL to the 
speaker. The vowels will therefore be studied in 
five groups in the following order, first eta: m com! 

Here the first group stands alone ; the t* coed are all 

;:;:|ppffihAibM 

rgg-:;-...';;'-;: -g. -g :.y- : g 'r - ^ r - v ./g g.; yu; 


sonorous long vowels; the fourth are all short vowels 
with open lips; mid the fifth are peculiar vowels 
with rounded lip. 

First Group ; AA. 

aa—rin baa, papa, father, harp, cal f , as s,chanc e,:mn f, 
laugh, guard, heart. This sound i s f o; mod with th o 
lips well open, and the teeth considerably separate d. 
The tongue is depressed, lying almost fiat, and quite 
free in the lower jaw. Pouting the lips, or clos- 
ing the comers, so ns partly to cover the teeth, 
much injures this, and all the upper vowels. II 
the tongue is lowered too much ns for m (the lips 
not being rounded) a deeper, thicker, lower sound 
is formed, the glossic at, which is much need in 
Scotland in place of both eta and an. A short foiyn 
of m or ah is used in the North in place of a % and 
in the West a long form of a is used for long aa. 

’ All: these'; variations materially ' injure " the ' : qmlky ' of 
tone in singing. ■ The ah is felt to be altered iu‘ih'o 
throat, the long a is almost a Meat, driving the 
sound against the palate. Obtain the pure m by 
beeping, a medium position of the tcmgub, and-.eii- 
doavouring to drive the breath against the upper 
teeth, but keeping the tooth weU^opened. A still 
finer .sound, the gtopsio a\ is made by keeping the 
tongue fiat but altogether raising it in the mouth 
to the same position as for u, and is heard now in 
Paris and very much in London, in place of an (in 
ask, grant , pass, path, and such words not containing 
r) • but its use detracts from the ' pureness 1 of •• the 
quality of tone. 

< As this Italian aa has been so much used in. pre- 
vious;..; exercises, : it : is ; ■ not necessary to give now 
exercises upon it here, but if from" not perceiving 
the importance < f pure vowels the pupils have been 
allowed to chan a a a into an, ah, on, or a, they must 
now go through Mo Hang and tuning exorcises of 
this Hep over again with exclusive attention to the 
vowel aa. If there remains any difficulty in pro- 
ducing the Italian, an, let. the plan recommended 
by Fredrick Wick, of Dresden, and Madame Seiler 
be adopted, of beginning with uo, and then chang- 
ing the Vowel into m, time : m-tm. The oo put s the 
mouth in a forward position and so prepares it for 
the best quality of tone that can bo got on aa. Of 
course the teacher will be careful not to step ;it oa 
or an on the road. e 

As aa is the central vowel we do not expi H. any 
nm-Tced diflbronco to arise from the in the 

TuoeL':r"-- J, .uun.ro, p. h’.S. : y.- /A.' eye,' 
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lower pari of men's yokes is Tory hotieable* Try 
wit} i the class such paMiges as second part of Bt, Co., 
K\. 78, ms. 1 1 and 1 S, Ex. ISO, sc. 2, m. 8. Add. Ex. 

2, so 4,m. S, v. 2, 1 kiss, p. 9, sc. 1., m. 3, Bass. And 
!; oinetim s las a tendency to .alien into u at the top 
4 ... fin . prcuO • i : 0 . Try * u T a . St. Co. Ex. 
1 ; 2, In- Lwir.-uT 1st prrf 3 ~aad Add. Ex. p. a, mi I, ■ 
soprahoy- '.y- ... 

H c< j> C H'i * ATr, OA, GO. 

an—-as in Paul, daub, cause, caught, laud, law, 
nil, talk, broad, brought, cord, fork, &c. The 
longue is much lower than for m 9 the back of it 
being as much depressed as possible. The middle 
parts oil the lips arc widely separated, but they are 
lightly rounded at the corners. The jaw is clc- 

As, in the North, deep ah is used for m, so in the 
West m. is substituted for m t as. hoard for “cord.” 
Tiie sound of ad. (see. Diphthongs jj. 143) is frequently 
eonf used with vu- by people in the South, who for 
“more” (properly rnaor), will say eleven man /, 

and even confuse, h court,” (properly kaort) With 
“ caught,” Sometimes m is used proviacially for 
a end no or ou for a-:. 

Ex. 274. After striking* the tonic chord of Key 
G. sing the jewel an in lengthened tones, first 
downwards froth 1 G, then upwards from G, and 
always piano till tlio sound is securely struck at -all 
pitches. The teacher will find it necessary to set a 
pattern for his pupils. He should guide them in 
the beginning and ending of the tones by means of 
iho “manual signs.” The pupils should take 
breath before each vowed, and deliver it with that 
dear and perfect attack (without breathiness, force, 
< r hollowness), that “ good touch,” on which the 
quality of tone so much depends. Even on this 
sdmost invariably long vowel the pupils will soon 
perceive how difficult it is to hold a vowel position 
without change, for even a second of time. They 
will feel the constant tendency to relax the rounding 
of the lips so changing into ah y to rise into aa t to full 
into ok, or toenu witli a slight it, representing a final r. 
1 f there is any difficulty in getting a good quality 
of tone on this vowel it should bo practised on 
"Wick's plan described above. The singer will feel 
that this, like all other vowels, is more difficult to 
produce at certain pikhus tin* at others. Ainu 
moment must his attention bo withdrawn, from the 
purity of the vowel sound. As high pitched and 
low pitched voices have diiibrent difficulties to con- 


tend with in producing vowel sounds with parity 
the women’s and children’s and the men’s voices 
should bo practised separately ami alternately ; the 
alternation will give them rest and opportimiyv hr 
" self-improving eHticisni. As. ;1: ; os 'is not an : oxer- 
cise in strength of lungs or co. ass of vdee, cer- 
tain voices will bo allowed k ^dropout whoi the 
majority of the class has gone beyond thesx reach. 

The tendency to change this rowel in the high 
part of the Scpr. voice may ,o ffiudied in ucT 
cases as Add* Exs. p. 45, sc. 4, “ thoughts.” 

.oa.~— as in load, slioal, coat, blow, hoc, ^ globe, 
grove, most, folk, though. The tongue lies fiat 
, and free in the 'lower jaw, in the same position as 
for tuh The lips are much more rounded than for 
an, a considerable portion about the corners being 
quite closed. But the teeth, inside the lips should 
he kept well apart, and the lips should not be pursed 
or outwardly rounded into the shape of an 0, as 
either error much impairs the quality of the tone. 
in the South of England there is a tendency to 
finish the vowel by dosing the lips still more and 
raising the back of the tongue, producing a final 
oo ; this should be avoided in ringing. In many 
places the larynx is too much depressed, producing 
the broader sound m s which too closely resembles 
mt: .tliis is .particularly unpleasant to a Southerner. 
Care -must also be taken not to commence the^ vowel 
with a sound resembling w and then, finish withe:*; ; 
this arises from not rounding the lips at the moment 
of striking the vowel ; it is very common and should 
be carefully avoided. The Cockney fault of almost 
confusing £>« with the diphthong ox, making 4 hiq hoe” 
into “ now how,” (which is also the practice in 
Ireland, when the sound of long on should be heard 
before l y as in “ cold soul,”) must of course never bo 
tolerated. We may say the same of stain and 
bain or steen and been, sometimes heard in the far 
North for stun in d bone. 

Ex. 275. — •Practise this vowel in key Fj, and in 
the manner described Ex. 271. Guard against the 
tendency towards ah or an in the lower, and a in 
the higher pitches. Study it at high pitches in St. 
Go. Ex. 175, last sc. n. 2, “home,” and Add Ex s. 
p. 41, sc. 4, m. 4, H home.” Bee it at !<>w pitches in 
St. Co. Ex. 130, 2nd verse, last word, 2nd part. 
Add. Exs. p. 17, sc. 3, m. 2, bass, and p. 24, sc. 4, 
m. 3, bass, “fro.” 

: Ex.276. — Sing the folio wing word stolon g so unde. 

Each pair should he sung to the same tone and the 
same breath ; bought boat, caught coat, groat- 


mxm mw* 


Crete, abroad road, flawed flowed, sawed sowed, 
gnawed node, naught note, sought crcsotc. 

oo.~- -i s in fool, cool, whose* lose, you, soup, two, 
rheum, voocd, rude, rule, blue. The buck of the 
tongue is raised nearlv into the position required 
for ii,nd unite conceals tlie uvula, but the tongue 
5s thick and not wide, ,the:b&cly ; part of it lies bo- 
tv,! cu, 1 Hit docs not touch the back tecta, and the 
tin pres, os gently below the lower gum. The open* 
inn* of i »u> Tips 'is much more contracted than tor 
(> a\ lmt the teeth must be kept wide apart to secure 
n good quality of tone. Be careful not to pout ine 
lips, "making *a funnel of them, and thus muffling 
Pm tone. Be careful also not to raise the middle, 
instead of the hack of the tongue, for if you ap- 
proach the i c position with the tongue while the 
lips are rounded, you will get one of those Trench 
Mantis so common in Scotland (glossio eo y oe or ve, 
French click or «)? aiid sounding like « * or i to 
Bnsrlish ears. ■ Tims, as Mr. Melville Bell observes,, 
when a Scotchman Kays “John has gone out to cool 
himself,” an Englishman is apt to hoar to mu 
liinuscltV’ As this vowel hasbecasomuchuscdm the 
Itiang exorcises it is not necessary to practise n here 
' except' by way of' comparison. Its natural changes < 
at Mgh 'pitches may be tested by the sopranos m 
■ : i , Co. Ex... ;sc.: 1st;, note. 

instructions under no, . _ T , 

Ex 277. — Comparison exercises as atjovc, Ex. -a o . 
otoovc grove, coot coat, doom dome, room roam, tool 
toll, irluumv gloaming, boon bone, noose nose, stool 
stole, °whoiB homo, hoop hope, loof loaf, poop pope. 
TatKD Ctiiour, AI, EE. 

ai.— as in paid, ail, aim, ale, flame, hay, they, 
weigh, great, gauge. For this vowel the bps arc 
wide open ; any contraction ot the opnrnng spoils 
the sound. The teeth are wide apart, the middle 
(and not the hack) of the tongue is raised, ho 
part of it presses against the pMatc, though the 
ofl^cs lightly touch the hack teeth, the tip of the 
tongue .lies loosely near and eliglitlv lughca: ^un 
the luwvr teeth, but must not touch them, li me 
U a ■vw'i.t lendenev in the South to rmso the middm 
of the tongue still higher towards the end of the 
sound, thus making it taper into t. p.mme elocu- 
tionists consider that this tupornff**-* gives a smte 
umand & bounty to the speech ; others think it tsus 
well be dispem . ;d with. In singing, endeavoviv to 
produce «/ without the taprnng. ^ In the ISorth the 
tapering is not u,ud, but there is n contrarv ton- 
diuev to broaden the sound into that heard m the 

a A: y Cm (Mw4 ( ; ; ■' cy 


South only before r, ns in ‘Fur, care, pear, pang 
pare,” which is the long sound of c explained V low. 
The indefinite article h is commonly spoken ol as 
at, bulk has this .sound only when emphatic ; otIi-;v- 
wise it is %. n, a, a or &&». dgcordihg- to thy hahns 
of the speaker, and u, na, arc best adapted for, i-uy- 
":'in;gh; : a^jtiee' ; tl.ie. tendency of at to olltiugo at low, 
pitches, while the Basses sing Add. Ex, p. oa, sc. A 
last note “Face,” andp. 45, sc. 1* last pulsi f. raia. 

A w.Ex,'2r8.— ■ FTaetise this vowel in Key h an u m ■ 
■;:the i: maiMierof: ;Ex. r ;t?4;. y f ■ ■■, " ^ ' , . : dC y " 

Ex. 279.— Sing the following pairs oi worth on 
any tone, each pair to the same bn: nth, and uvy mug 
on* the important syllables : pay-uf pair, ohey-cr 
O bear, a stay-er a stair, decay -or care, Jay-er 
lair, pray-er prayer, array -cr rare, sway-or nwu»r. 

■ eel— as in : nieet, 

mmv, people, The middle of the longue m brought 
close to the, middle of the palate, against which 
and the teeth it is pressed i lose uu each side, to - 
;■ jng a aiafro w: : : channel at the top idoy the v btedp; A T ; : 
pass through. The tip of Urn. tongiu A uuvctM 
-..down towards- the .back of the lower teeth., ngaiupfc- 
■■■"which it is ' 'pressed in hirdiAary^^ 

singingit^iduldhckcptfree, asitW'iiUiayefonSsuiiie 
sligfdfcdiflef cut positions for difaent witches, ^nda^ 
the tight pressure in j ares theqo alit y m Tiio tone, liic 
teeth must ho kept open, hat cannot he opened so 

widely as for «/,i«theut in'.pau'in.e'thi‘ pureness of the 

tone. Thu larynx xunk nuashign ac po.iSib*c,but as 
this cannot he maintained for low pitehos^tncru is 
a constant tendency for tMswowM 'to:sink into,n;. : v; ; , 
lengthened «. Entice this tendency wluic too 
Basses sing- St. Co. Ex. 136* 4th. versa M ■ 
Add. Ex. p. 1, m. 3, “speed* and p. <4, in. «, 

*i dreai-o.” It can only be sung in great purity at 
high pitches, Before r it always falls into i, as m 
«vSr, mere, vievC Singers must be careful not to; let. 

seen,' green,”; sound the :samc m \ 
“ lip, still, till, sin, grin” lengthened. M hen, hmy 
over, short or u brief ” cc docs not run on to the fol- 
lowing consonant, it may bo always sung us f, 3i 
more couvenicut. . . te A , . 

Ex.' 280.— Practise this vowel m Kqy h and m 
Urn manner described above, M<m should gunrn 
n gainst thin sound descending into i (asm fctihj 
f.n’.y iuigihoiu'-d. 

Foi kth « Bhh v, V, A, la, E 
u, — short, in hut, 'brasli, judge, Inn, sm, dim, 
Weed, roui'h, money. For this vowel tlie lonprue is 
. almost lint, arut altoeethcr higher in tlit, mouth 
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ilinn for aa, but it is quite 1 free from all the tooth, 
loose and imr< i-iraincd filling nearly the middle of 
the hollow of the month. Many persons drop the 
tongue too deep, which destroys*!)!© heauty of this 
simple natural sound and gives it a disagreeable 
roughness or thickness. Caro must he taken not to 
rmmd the lips in the least. The teeth must ho wide 
apart. If the larynx is lowered, as in the low 
pitches, the sound naturally approaches aa, hut all 
approach to oa can. he avoided hy keeping the lips 
open. Notice this vowel at low pitches in the Bass, 
St. Co. Ex. 110, m. 8. “ punish,” and Ex. 145, in. 
10, joyous thrash.** Add. Ex. p. 47, sc. 4, m. 8, 

“ shuts.” Try to sustain it purely although not at 
low pitch, in Add. Ex. p. 58, scs. 1 and 2, “lovely,” 
»St. Co. Ex. 08, last word, 1st v. “ done” and Ex. 
00, ms. 6 and S, “ hove ” and “ love.** The deeper 
vowel (glossic mi) is common in North Wales and 
in the Provinces. 

As a short vowel it is the commonest of con- 
versational sounds and all our unaccented vowels 
have a tendency to fall into it. But notwithstand- 
ing this, many writers on elocution condemn it as 
slovenly and obscure. In the South of England 
this vowel is long before E in accented syllables, 
the R being generally omitted, as in mirth, earth. 
In none of these should e long (the modified m of 
air) be tolerated. Other examples are in nurse, 
purse, murmur, word, world. In these a deeper 
sound, made by lowering the back of the tongue 
and much heard in the West, should be avoided. 
No approach to act should be allowed. In both 
these sets of words the singer must learn to insert 
the r as a very slight rapid trill following the 
•vowel. In Scotland these sets of words are pro- 
nounced with different , short vowels before a tril- 
led r\ 

Ex. 281. — Practise this vowel in Ivey D and in 
the manner described as above, Ex. 274. * In order 
to guard against its great tendency to change, let 
the pupil think, while he sings, of one of the above 
words containing this vowel. 

Ex. 282. — Comparison exercise as above. Ton 
tone, nuns nones, run roan, pup pope, sup soap, sun 
sewn, rut vote, rum roam, stirring starring, bird 
bard, occurred card, deterring tarring, serve salve, 
firm farm, gird guard, herd hard, girl garland, 
pearl parlance, further farther, serge sarjeant. 

Ex. 283.'— Sing on any tone each pair to the 
same breath : buck book, luck look, cud could, 

St» Co. (KmJ. * This exorcise should he 


tuck took, knuckle nook, rush pn-h, gullet ballot, 
pulp pulpit, n nil pull, hull buU.lmiklutlk (a in both) 

a. —in tap, pat, pant, sad, mash, flax, plaid, 
plait, bade. The whole tongue is gr» -fitly higher 
; than for an, and the middle of Use tongue is more 
raised than for u. It is however much lower than 
for at, and should be quite free of the back tot th, 
below which it hangs freely, the tip of the tongue 
being slightly higher than* the lower teeth, but not 
obstructing the free opening of the mouth. Both 
teeth and lips must bo wide open. Persons who 
mince their words in England pronounce the word 
man almost as though, 'it wore rnen. JVtr. Boll 
accuses the mincers of saying “ the ottidudo is 
admirable.” The sound which they really use is 
the open sound of at (glossic ae) so much heard in 
France, Italy, and Germany, (e, a,) and frequently 
in some English provinces in place of e, The 
larynx is lower for a than for ae ; partly for this 
reason, there is a natural tendency to convert a 
! into ae at high pitches, which require the larynx 
to be raised. See a at high pitches in St. Go. Ex. 
134, m. 3, v.3, “happy,” and Ex. 137, m. 7, “man- 
fully.” Foreigners always confuse a and ae. It is 
heard as a long vowel in the West and in Ireland 
in place of aa, and in Ireland it is the name of the 
first letter of the alphabet. In Scotland short ah 
(the deeper sound of a a) is constantly substituted 
for a, and the teacher should carefully correct any 
tendency to say aa for a, except in such words as 
“pass, glass, ask, path, lath, aunt, haunt, gauntlet, 
grant, sha’n’t,” aa is commonly used in these 
cases ; the use of a is only common in the West and 
among the educated classes in the North. See cases 
St. Co. Ex. 133. v. 4, last line, “ everlasting.” Add. 
Ex. p. 21, sc. 3, m. 3, “ glass.** The unaccented a 
m idetf, Chim?, against, passable, is generally pro- 
nounced u and may be so sung, but the effect of a* 
(see aa,) or aa, is much finer in singing and is always 
admissible. See Add. Ex. p. 47, sc. 1, “alone,” 
and p. 34, sc. 4. m. 4, “ around. 5 * Any final trilled 
r in such cases must be avoided most sedulously, 
especially before a following vowel. In -al, -an, 
final, an « sound is generally used in speaking, but 
an a sound is admissible in singing. See Add. Ex, 
p. 32, sc. 4, “universal,” p. 34, sc.!/ human. ’ ’■ Singers 
should never sing l, n, without any vowel when there 
is the least excuse for their inserting one, as the 
quality of their tones is. so bad. 

Ex. 284, — Practise this vowel in the Key I) and 
in the manner described above, Ex* 274. 
introduced later, as 2905. 
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Ex. 285.- — Comparison exercises as above : pat 
pate, pad paid, bat bate, back bake, ban banc, tap 
tape, Udv take, dally dale, cap capo, can cane, gap 
gape, fat fate, fan fain, sat sate, sham shame, lack 
lake, mat mate, nap nape. . 

e. — short, in threat, dead, health, friend, said, 
rieifer, leopard, any, many; long, before r and ta- 
pering into if* in there, where, ere, e’er, stair, 
dare, pear, bear, bare. The tongue is precisely 
in the same position as for ai, but the larynx 
is lowered. Honco in high pitches e has a ten- 
dency to become ai, or else the tongue is lowered, 
into the position of a, and ae is substituted. Sec 
St. Co. Ex. 133, v. 4, “commend,” Ex. 171, m. 4, 
“Amen,” Ex. 144, v, 4, “where,” Ex. 145, m. 3. 
v. 3, “ ere.” The sound of m is so commonly used 
for e in Scotland (where c is reserved for our ?, the 
Scotch pin being sounded like our pen) and in the 
provinces, and even by many Southern speakers, . 
boat the use of ae for e need not be corrected, but 
care must ho taken to avoid a for e, as is some- 
limes heard in Scotland. When e is written brief 
in unaccented syllables either i or c may be spoken 
but e is generally the best for the singer. See St. 
Go. Ex. 137, last note. The singer must bo very 
careful not to prolong such words as “ kept, set, 
met, wed, oil, Ben,” into “caped, sate, mate, wade, 
ail, bane, &c., and hence must practise the prolon- 
gation of this vowel sound. 

Ex. 288. — Practise this vowel in Key D. in the 
manner described above. 

Ex. 287. — Comparison exercises as above : pet 
pate pat, bet bate bat, tell tale tallow, dell dale 
dally, kennel cane can, get gate gat, fell fail fal- 
low," sell sale Sail, shell shale shall, let late lattice, 
mot mate mat, neck snake knack. 

i.—as in hip, pit, bid, cliff, his, gild, lynx. The 
tongue and lips are precisely in the same position 
as for ee, but the larynx is lowered, so that the 
voice naturally sinks from ee to i in lowering pitch 
and great care is required to sing both ee and i to 
the same pitch. The vowel i is very characteristic 
of English, and although it does not occur as a 
recognised long sound, it has to be constantly pro- 
longed in singing. All moaning is lost if “ lip, sit, 
grit, bid, hid, sick, sin,” are prolonged into “leap, 
scat, greet, bead, heed, seek, scene.” Such words 
as “ happy, vanity, unity,” have constantly a 
long tone to their last syllables, which must never 
be called ee. See prolonged fin St. Co. Ex. 110, 
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sc. 2, “kill,” Ex. 130, m. 2, “little," Ex. WO, v. 
3, “ 811,” Ex. 174, ra. I‘2, “ lu'll,” AcW. Ex. p. 20, 
sc. 3, “ village.” The great fault of English ryok- 
oi'S is to mo 'i long for or, and of foreigners to use 
ee short for i. Before r, i long is always used for; 
ee long, and after r many speakers find the pure ee 
difficult. Most bass voices lake i for ee. In the 
Comparison exorcises prolong the final y as in baby, 
etc, singing it to a note as long as that for the fol- 
lowing e or ee, etc . 

Ex.'288.— XTnetise this vowel in Key E in the 
manner described above. 

Ex. 289. — Comparison exercises as above: h*t 
baby be, a palfry free, with ugly glee, a tiny knee, 
the glassy sea, make worthy theo, a wintry t no, 
thy enemy me, a flashy she, host city tea, they 
chiefly flee, cried gruffly flee, the lucky key, fit 
foot, sit seat, mill meal, knit neat, whip weep. 

Fifth Onorr. TJO, 0. 

no. — as in full, wool, could, book and foot. The 
tongue, teeth and lips arc in precisely tho same po- 
sition > as . for co, but the larynx is ‘lower. Most 
elocutionists consider no to be" the same as oo short, 
but the Scotch pronounce “ book, look, cook,” with 
a real oo short, and the effect is so different from 
the English, that they are wrongly supposed to say 
oo long. Compare Yorkshire book, with oo long ; 
Scotch book, with oo short, and Southern buck, with 
no short. Also compare English pool, French pool, 
written “poule,” and English pual, written “pull.” 
The distinction between oo and no is precisely the 
same as^ between ee and i ai and <?, mi and o. But 
a good imitation of uo (not of oo) can be made with 
widely opened lips, and sung at any high pitch on 
the scale, whore oo cannot be touched. This sound 
is therefore valuable to singers. It is a common 
fault to sa y rumn, siton, and evenfuod, with no short, 
in. place of room, soon, food, with oo long. But 
when “ pull, full, could, would” are prolonged, the 
singer should never say “ pool, fool, cooed, wooed.” 
The words “wool, woman, would, ” present greet 
difficulties to Scotch and Welsh, and even many 
English speakers. The pure wm should be heard 
in each. In the provinces u and uo are constantly 
interchanged, sodhat “hull” is pronounced “bul” in- 
stead of “huol,” and “foot” is pronounced “fut” in- 
stead of “foot.” Observe that uo and not u should be 
heard in hull, full, pull, (and their derivatives, bul- 
lace, bullet, bulwark, bullion, fuller, f ullage, fullers, 
Fulham, puljut,pullet, butcher, cushion, cushat, sugar, 
cuckoo, huzzar, huzzay ! hurrah! push, bush, to put. 
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matchless, 'boundless, anthem, forget, yes and In- 
stead. “ Evidence,” evidence, ^ silence, prudence, 
ardent, excellent, providence, influence, content- 
ment, judgment. “ Regelar,” regular, educate, 
singular, articulate, perpendicular, particular. 
“ Fce-aur,” fear, near, their, more. u A- house,” 
a house, a mile, a town. “ Thee bee,” thn bee, thu 
house, thu mile, thu town. “Thu evenii g,” thee 
evening, thee upper, thoe open, thee apple, thee au- 
tumn. “ Aimen,” aamen, “ Jeroosailum,” Jeroo- 
salem. “ A nice house,” an ice house. “ A box,” 
an ox. “This sour,” this hour. “ Our roan,” 
our own. “This sage,” this ago. “On neither 
side,” on either side. “Bear u sonward,” hear ns 
onward. “ Tai kit,” take it. “ Ilee din,” read in. 
“ Glory yand honour,” glory and honour. “ The 
glory, ooand the power,” the glory and. 

No te that in the solemn style of music, the word 
“my” is pronounced fully, "but in the familiar 
style, as it is in the last syllable of “clammy,” 
“ mummy,” “ Tommy,”— that the termination “ed” 
is in sacred music sung as a separate syllable,— 
that the word “ wind” 'is sometimes in poetry pro- 
nounced weind, — that the word “heaven” is some- 
times pronounced as one syllable., and sometimes as 
two, and that when pronounced in two syllables, 
the second should be very lightly dwelt upon. * 

Diphthongs. — There are four principal diph- 
thongs in the English language ; ei as in height, oi 
as in foil, on as in foul, and etc as in feud. ; ft will 
he convenient to treat along with the Diphthongs 
the vowel ao, as in pore, because although it is not 
a diphthong it is used in English only as the first 
element of one. A diphthong is not merely two 
vowels put close together. The word “ cawing” 
might he repeated ever so quickly without its two 
vowels producing the sound of oi as in “coin.” 


The game of put has u. The word fulsome is 
pronounced both ways. All other words with u 
short have u not uo. In blood flood, oo is sounded 
u ; in soot both u and no are heard. 

Ex. 290 . — Comparison exercises, as above : pood 
pull, fool full, cooed could, wooed would, shooed 
should, food good, who’d hood, shoot put, goose 
puss. Ex. 290 b — see above, Ex. 283. 

o. — as in nod, pond, stock, odd and dog. The 
tongue, teeth and lips are precisely in the same po- 
sition as for au y hut the larynx is lower. Hence 
this sound has often been thought to be the same as 
au short, and most elocutionists put it down as such 
But if any singer inadvertently prolonged the name 
of God into gaud, ho would feel ashamed of the ir- 
reverence. The following exercise will shew how 
the sense may be utterly destroyed by not attend- 
ing to this distinction. The difference between an 
and o, is of precisely the same nature as that be- 
tween ee and ■/, ai and < 2 , 00 and uo, Let tho student 
prolong odd, he will find it distinct from, awed. 
Next let him shorten awed as much as possible, 
and he will not get odd. Foreigners usually say ao 
short in place of 0 , which is a peculiarly English 
vowel. The accented syllable or when no vowel 
follows is nearly always our ' ; the an is long and 
tb e r' should be slightly trilled for di stinctness, though 
it is frequently altogether omitted. Tho words 
“ soft, often, office, broth, groat, gone, cross,” and 
sometimes “ dog, long,” especially in America, are 
pronounced with nu r but either 0 long, or ao long 
are preferable, and 0 short is much used, and is 
indispensable in “ dog, long,” See prolonged 0 in 
St. Go. Ex. 68, m. 2, “song,” Add. Ex. p. 1, m, 3, 
“God,”p. 4-,sc f 3,m. 2, “spot,” p. 14, sc. 4,m. 2,“on.’» 

Ex. 291 . — Comparison exercises as above : odd 
awed, pod pawd, sod sawed, holiday haul, Moll 
maul, stock stalk, yon yawn, nod gnawed, fond 
fawned, God gaud, pollard pall, rot wrought, hock- 
ey hawk, solid salt, totter taught. 

Ex. 292 . — Error exercises on the vowels. The 
teacher sings on G the wrong pronunciation, and 
the pupils immediately (on the same tone, and pro- 
longing the syllables) sing the correct pronunci- 
ation of that word, and of the other words like it. 

“ aft one ” atone, adore, among*, alone, amaze, alarm, 
awake, above, about, amidst. “ Divert,” divert, 
digress, direct, divulge, engine. “Testimony,” 
migratory, patrimony, dilatory, and matrimony, 
“Command,” command, complete, comply, commend, 
correct, and corrupt. “ Goodness,’ ' goodness, endless, 
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of the Towels which form a Diphthong j® m’ieh 
shorter than the other. In a Diphthong, the Ghda 
which is the characteristic part should always bo 
longer than the sh irter of the two vowels and one 
of the two vowels should he formed by a closer ap- 
proach of the lipr. or of the tongue and P»l»teto 
each other. It is important to n&tice that the ac- 
cent is generally laid on that vowel which has tho 
v.iae-t op'-ning. 

eL — as ini, eye, Me, buy, tie* This 
is very variously pronounced m speaking The 
second element is always the same, ?, not the foreign 
sounding ee, Tho first element, although it Ms 
the principal stress, is extremely short and difib* 
cult *to catch, hut is generally w, a (not <0 or aa. 
The stress suggests to the singer that the first vov - 
el should he dwelt upon, hut its mdefmiteness, as 
spoken, leaves him to chose his own vowel, and ho 
SwS tlio beautiful <wr. Tho (Hide between aa and 
So W he v"Xd. men « has to be sus- 
tained, in 'singing, prolong the pure ««« l, and 
finish rapidly, clearly and distinctly v ith the O u»io 
and i. Xe St. Co. fix. 65, sc. 2, Ex 116, last word. 

Ex. 293. Sing the following pairs oE 
nivYone being careful not to raise tho pitch on the 
"final sounds. Sing tho first word of each pair as 
shorthand tho second as long as possible. 1 
huv bribe, tie tight, die died, fie fifo, thy s-athe, 
sigh sizo, sly slice, my mine, mgh nmo. _ _ 

oi in boil, boy, buoy, buoyed, toy.toyed, quoit, com, 

iov The proper first element of this diphthong » a, 
S<ra and those who havo learnt to prolong o will 
finda groat refinement from its usp, but others may 
use a «? Even in speaking, the first element is some- 
what nrcdonaed ; much more so m smgmg. Ai md 
.. .-Jic-iaitv of singing oi as «. Bee cases m b>t. 
p_° Ex^ll 174- Wn oi 0cciwa ' b0f0r0 a VC 7n 1 

M ‘in“ toying sing oi distinctly and commence tho 
next syllable with y thus toi-yutg. 

pv 294 Bing on any tone or group of tones 
the following words. Anoint, ointment, oil, boil, 
hroil coil, foil, foist, froise, groin, hoise, hoist, 30 m, 
Lnt, joist, loin, moil, point, poise, poison, sod, spoil , 
destroy, decoy, loyal, royal, voyage. 

cni as in thou, how, n&w, cow, out, down, town, 
plough, round, house. This diphthong resembles 
h- r-n^ViractiT The first element is the same as m 
antiJatay, short in speech, having the stress 
The second element is always uo, and may he 
lengthened in speech. Do not use the foreign oo f 
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uo. Tn singing select m as the first element, and when 
tho diphthong lias to ho sustained, prolong tho pure 
m (taking great care not to round tho lips before 
tim glide) » U ml finish rapidly, clearly, and distmelly 
with tho glide and no. Be careful not to lower tho 
pitch in finishing off with m, Ihe rule of making 
' m always the first element will prevent alt sorts cl 
vulgarities and provincialisms, boo cases ia at. 

Exf HO, 184. 

Ex. 295. Sing as In Ex. 267, descending on « 
and ascending on m : how hound, now noun, cow 
cowed, about out, found out, round about, round 
sound, thou doublet, cow house, 


eu in pew, imbue, tunc, dew, cue, low, view, 
This diphthong is always preceded by a eonsonan,. 

In ? mite, tmioit, wso, &e,» a y is always prefix fob in 
speech. The first element is * winch is always 
short and without stress. Tho second demerit is m 
and in accent cd syllables, is long, having tho stress, 
hut in unaccented syllables, as dolmen fc, may f"* 
short. The glide from i to 00 is very short, b;« 
longer than the i which m just touched. l*» nu -vs 
the first element long, as p with, tho stress, m (ive 
00 See-oo-zmi fox “true Susan,* : * wa great vub'arism, 
especially offensive in singing* this diphthong 
always becomes 00 after r\ as rue, imbrue, o»w, 
etc., 'but not after l, », *, *. la tagM *«»• ™ 
the Mcmd element,' ■ See, -cases , , 
score 2 , Ex. 174, score 0. Be careful not to change 
t and d into eh and j before m, and not to pio- 
nounco - tun, - dure, - as in uature, *r, ri«W, mthcr 
as - chur, -jttr, or as -tur, - <lur, but keep. tbe t, cl 
and tbe diphthong eu quite pure in amgmg, wliat- 
ever may be your practice in spoakmg. 

fix 296. " Sing as above: lieu, lute, illumine, 
now, news, nuisance, newt ; sue, consume,, res umo, 
pew, time, dew, cue, fow, view. 

ac as in roar, tore, ore, more, four, is never used 
in received English except before r, forming part 
of a diphthong, and is hence placcu here. But it 
a pure vowed in itself. The tongue, toetb. awl 
lips are precisely in the samo position as for on ; but 
tho larynx is more depressed and heneo tho pitch is 
naturally deeper. Itmayheobtaiucdbymonouncmg 
on and thinking of ««. If the student will sing n« to 
a very prolonged tone, mid fiivst round jus lips <iru 
then opon them successively, without interruptmg 
tho tone or in any way changing tho position ot Ins 
other organs, lie will pronounce <w, f an, <tn 
alternately, and gain much knowledge o£ the effect 
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on vowel quality produced by rounding the lips. 
When clearly produced, ao is a very beautiful 
vowel, much finer than, cither au or oa. It is very 
common in the provinces in place of on, it is the 
true Welsh o long, it is the Italian open o, and is in 
general use on the continent. It may he used to 
replace oa in low pitches, but never when pure oa 
cah be produced. It always replaces oa before r, 
and is sometimes used in place of o or m in such 
words as “soft, often, office, broth, gone, cross.” 
It will require some practice for the pupil to hold 
the fixed position of this vowel. The learner will 
be assisted by remembering some familiar word in 
which it occurs. It is important to destinguish 
such words as mow~er , one who mows, from more , as 
in the Comparison exercises ; the first words have 
oa mid two syllables ; the second ao and only one 
syllable. 

Ex. 297. Practise this vowel in the key of F$ 
in the manner described above. 

Ex. 298. Comparison exercises as above : bloro 
blower, ore ower, tore tow-er (one who tows), gore 
goer, roar rower, hoar hoer, shore she wer, lore 
lower, sore sower, more mower, store stower. 

Other Diphthongs such as ai-i in day, oa-uo in 
known, i-tt in beer, e-u in bear (see Ex. 279), ao-u 
in boar (with the above vowel ao in place of oa), 
ito-n in boor, need not be separately practised. 
The singer should in the four last cases always 
trill the r even when final, at least slightly. 
And when r comes between two vowels as in weary, 
Mary, glory , he should he careful never to omit the 
glide to tt ; wee-rS is Scotch, Mai-r'i is very vulgar, 
and gloa~ri is old fashioned. 

The South of England custom of ending ai with 
a vanishing i and. oa with vanishing no, rather 
spoils the vocal effect. Hence it is best to practise 
avoiding it in singing. 

Special Forms of vocal music.* Of the. various 
forms of vocal music adapted to special purposes, 
the simplest is, — - 

The Response. —This may he only the word 
“ Amen,” on one tone and in unison, or the same 
harmonized, or it may bo a more lengthened sen- 
tence like the responses after the commandments. 
In any case, if a response is intended to be really 
sung by the whole mass of a congregation it must 
be as simple and natural as the “ Gregorian tones,” 
and must have a pitch and range easy to all kinds 
of voices. A humble full-voiced unisonous J 
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u Amen ” cannot bo got at a higher pitch than E 
or F. 

The Chant. — The practice of reciting a verse of a 
Psalm on one tone and ending each recitation with 
a natural cadence was older than Gregory or even 
Ambrose. It is the “form” of every excited 
speaker. Its essentials are a reciting-tone and a 
cadence. The length of the reciting-tone depends 
on the length of the words. The cadence may bo 
of one, two, three or more tones. The regular 
form of the Anglican Chant (a reciting-tone with a 
two-measure cadence, followed by another with a 
three -measure cadence), p, 35, originated in 
England at the time of the Reformation. It has 
as much variety and beauty as can be desired in so 
elemental a form, hut the reciting-tone is often 
placed too high or too low for the common voices 
of the people and the cadence is often made too 
wide in its intervals to he smoothly sung,— thus 
unfitting it for its proper use. Instructions in 
chanting are given, pp. 36, 27, 59, 63, 47, 82, 93. 

TTymn Tunes. — There were metrical hymns, as 
distinguished from prose chants, in the earliest ages 
j of the Christian church, and although “ time ” and 
“measure” were not then written in music the 
tunes for these hymns were necessarily sung with 
the accents and measure of the hymns. At the 
time of the Reformation many of the old Latin 
hymn-tunes were revived, and others made. The 
attempt to sing them with large masses of voices, 
in simple people’s harmony, encouraged musicians 
to study the progression of plain sustained chords, 
and so helped to form modem harmony. It is still 
tliis march of plain chords which is the glory of 
the hymn- tune. The introduction of chromatic 
resolution— of unprepared discords other than those 
which (like 7 S, 7 T, 7se Jf, and 7 ST) are familiar to- 
the common ear— of difficult transitions and modu- 
lations like those in the Tonic-minor, — of the sharp 
sixth of the minor hah, except when moving from 
and to the seventh se, — of extreme compass for the 
“ parts,” — and of difficulties in time — is ruinous to 
the congregational character of a psalm or hymn- 
tune. Let not the precentor he misled by the great 
names of composer, or harmonist attached to such 
times. Very few great composers ever taught a 
psalmody class or took the trouble to make them- 
selves acquainted with the capacities and incapac- 
ities of the common people’s voice. Wo have 
many hymn-tunes for the Organ and many for the 
Choir, hut only a few for the People. 


St. Co. 0ewj, * " Musical Theory,” Rook EEL, treats this subject more fully. 





Air, ’ Aj 



SIXTH STEP. 


Tlic snecd at which a hymn-tune Si## 

Whoa' <£*£. 

fora-puS Zmnfc*) or every (iath™. 

SSddb? altered 
ear, elioxds being made to change loss 

£^££S^p~fi « ton ? 1 

J r-.ni^rirt’s ” r> 2. wore meant to lx, &un CT 
dmtuv as a /in hr, In time, the chords would have to 
Changed once In a measure (as they domdances or 

• VrJ’into a mournful hymn-time, the chords 

Efift. made to diango twice <* three times «• 

! °To sin- slowly a tunc harmonized for speed, 
Sdtccs a towling'offcct. The precentor must 

Thc°mwe rapidly a tune is sung the more ^rkal 
is therhydCandtho greater necessity teWh 
mical Balance and proportion 
The popular ear demands this ton • 
delissht m dance-tunes ana marc nos. .« 

hoofs do not make the lines of c^kngth.it will 

of'rhytm” co^s naturally tithe 
1 •? htve Cl to fonsidTwhTis Sf 

mil have to conwaww ^ C0 o ttve nient to clas- 
Sr%S? « tot, the hold 
whkh e »rSdactic and varied in citrate, ami 
hyStoS?^ or 5 four-pulse 

measure, moving posttions S the 

*7t, ««, and soft placed m effcotiva Ponrn 
melody, arc well adapted TuneSot tto.cn* ^ 
when sungveiT slmvlj ^ sooolld 

effect into the g ian . ^ four-nulse measure 

class of hymns, tunos in tl ° ° d ? n the^most effective 
having tc, ray,.Mand la, p 1 0 heer£ultuaes can 

Si. Co. (Nei- f.J 


class To the third class of hymns, tunes must ha 

tcred m mental ofeetby ^ to movant. 
TViffprcnt speeds are used i.or the same rune 

different places, but the n!,t m ; 11 tunc' 

vents any groat change ot *W > " l > itow J ™ 
-if- fhp same place. To some extent howe\ u 

state? 

‘^Tmorn S' 

to the words h! a' great secret of ^/success in 
the precentor's office. 


Anthems differ from hymn tunes m J""; 

sical expression to pa^eulm’ w'ords inthci than^to 
tho general sentiment oi a hym. (( ' g j » 

SS&S .& i 

^iTver ot AMhough those contrivances are es- 

ft 

stints' ; rr**^;ro^ 

weak in a congregation, to take the load - a ug 
™<;we and it is unwise to attempt a xugaiewj 
on a half-pulse, or to introduce any other perplcxi y 
of ^the time. The MoM is the ancient form of 
the anthem. Anthems often consist of various tlis- 
tict nm^dents, with changes of key and measure 
and speed^,— °one movement being so contrived as 
tn set off hv contrast the other movements. Cathe- 
dral LtheL are written for ^oirs which wo stod 

thomgnr n» A opposite on the Precentor s 

sc^^»rrr.SMfa 

anthems also include solos, duets, &c., and 
1 citations in unison, which arc called choial icoiU 
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tives, Anthems are generally intended to "be sung 
with organ accompaniment, though many of the 
full anthems may be well performed without it. 

The Madrigal Is the oldest form of secular vocal 
music in parts. It partakes of the old style of har- 
mony, abounding in fugal entry and * imitation. 
No ono part predominates over the others, hut each 
takes its turn in specially claiming the oar of the 
listener. Any number of voices may join in a 
madrigal. The same stylo of music was used in 
the old anthems, of which “Bon accord,” p. 11, is a 
short example. Some quaint point of sentiment at 
■the close often characterizes the madrigal. There 
is no good example of a madrigal in the Additional 
Exercises. “ The time for joy” p. 15, is the near- 
est. See however examples in the Tonic Sol-fa 
Importer — “In going to ihy lonesome bed” No. 68, 
“The Silver Swan” No. 274, and “Flora gave me” 
No. 2S7. Many pieces are called mad rigals which are 
only harmonized airs, such as “ My lady ” p, 21. 
A light form of the madrigal is the Mallet, which 
was sung* chiefly to “fal-la,” as an accompaniment 
to dancing. Instrumental accompaniment is out 
of place in this class of music. 

The Glee is a musical form of English birth. It 
is meant for single voices, and therefore gives each 
an opportunity of display, and develops every nicety 
of time and tune. It is commonly extended, like the 
anthem, into several distinct movements, one reliev- 
ing, by its variety of style, the general effect of the 
others. See “Swiftly ” p, 29, “ Come let us all” 
p. 24, “The Spring ” p. 50, “Awake” p. 62, “The 
Stout limb’d oak” p. 77, and “Ye spotted snakes” 
p. 81, These glees will bear a number of voices on 
each part, though great care should be taken to 
secure unity and delicacy. But many glees con- 
tain too minute divisions of time for this". Instru- 
mental accompaniment was never intended for such 
glees and would defeat their obj ect in displaying the 
voices. But accompanied glees have been written 
by Sir Henry Bishop and others, in which the in- 
struments play special parts and produce special 
effects. 

The Tart Song differs from the glee as the Hymn 
tune differs, from the Anthem. The Part Song 
and Hymn-Tune repeat the same music to several 
verses, which the Glee and Anthem never do. The 
Part Song is claimed as of German birth. It is 
intended to bear many voices on each part. It 
differs from the madrigal in not admitting so much 
of the fugal style, in depending more upon modem 


choral effects, and in permitting the upper part 
generally to predominate. Specimens of the Ger- 
man part songs are to be found on pp. 1, 3, 4, 5, : 
13, 14, etc. The Part Song as naturalized in 
England, is to be soon in “ Sunshine after rain ” p. 
44, and “ Harvest Home ” p. 39. The greatest 
refinement of this style is to be found in the com- 
positions of Mendelssohn (pp. 71 and 79 ) and 
Henry Smart (pp. 45 and 88). The Harmonized 
Air is practically a part song, but from the nature 
of its origin a greater comparative interest attaches 
to the melody. See the examples on p. 12 and pp. 
57 and 65. The plainer part songs, like those first 
named, would bear accompaniment, but are better 
without it; such part-songs as those of Mendelssohn 
and Smart with their fine development of voice 
and expression, would bo injured by it. 

Oratorio Oh or uses are meant to be sung by large 
masses of voice, and to receive full band accompa- 
niment, though the harmonies are generally com- 
plete without it. See “Hallelujah” p. 26, “How 
lovely” p. 58, and “ Theme Sublime” p. GO. 

Operatic Choruses arc generally of a light style 
' requiring accompaniment, but not a great mass of 
voices. See examples in the Tonic Sol-fa .Reporter, 

■ “ Market Chorus,’ ’ No, 487 and “Camovale,” No. 142. 

A Canon is a fugal imitation in which the music 
of the leading part is imitated through its whole 
length in the other parts, A fine example is “Thou 
shaft shew me ” p, 7. It has four voices engaged 
on tivo subjects and is called a Canon “ four in 
two.” The leading subject is announced by the so- 
prano, and continued to the first note of the second 
scorn of p. 8, after which it is repeated as far as its 
first cadence. This leading subject is again taken 
up by the tenor, but not till after six measures, and 
is carried on to the end, the tenor having time only 
just to commence its repetition. Meanwhile the 
counter subject has been announced by the contralto 
in the third measure. Tins is carried on to the end 
of the first measure of the second score, p. 8, the 
contralto having time to repeat nearly half of it. 
This counter subject is imitated by the bass, also 
after six measures. The bass has no time for repo 
tition. The Counter Subject in this case closely 
resembles the leading subject itself, and may bo 
called a “fugal imitation ” of it. A Round is a 
canon with one subject, and in one “ part” which 
is taken up successively by the different voices. 





t The Renpmu or Answer in © sact or Beany 
exact Imitation of Subject, 
i momw, the first time it mm ad *mA *£ 
tho fourth Mow, ^^^thisS oron 

SS'irtfcSsX* • oM^ai^-o or »■ It 

w contrary or similar motion, it may be 
S‘ equallmgth of tones, or expanded or contracted. 
Tt ™v also bo with contrary accents U*r «nm . 
IkU), the Subject and Kesponsoh^ninmg ono on 
the woak and tile other on the strong pulse. 

Mr Suhjtct is really an Aoeompantomt 
inhjcct or to tho Response or to both. iUe o 
however no distinct Gountor-Buhp.<-t, hi 
coinnaniraont varies. On tho other hand 
re SSnns several Conntor-suluects m 
t parts. A good illustration of tho C^ountm - 

13 ^6%h fi e s“Tof tLo half 

§ pl' announced in tho Contralto, with a 
r-stthieot in tho Soprano. Tho flesponseis 


A not ^” e ^ t SJthoir 1 wU 

tatedexac y Mmaanon,orwoj ^ 5 

ruontrf.svlach should bo «» (1 or to- 

manner, > St also Py i,A . ld . QC | ; , 0 f Closes, m 
width 1 tfl.r^ulijoct does not necessarily play any 


r—that there shall be 
carried through the 
asie consists, and that 
oint of interest in 
a counter sub- 
rs say that there 
105), and others 

an Organ-point or 

practically in- 
dud© from the ca- 
•ment the whole 
evidently built on some 
According however 
Hallelujah, Amon/’p. 28 is 
y _ Subject m the 
whicliis simply repeated in the 
proper Bosponso starting from 

~ l *--- and although the same 

announced in the Bass of i sc. 4, am 
fifth above m the lenoi, 
re at the bottom of p ; 27, yet 
id through the parts m turn, 
principal point oi interest 

~ Such pieces 

•os or movements, but 
Usag es of the same kind 
and “Hear mo” p. 10. 

(seldom extending to a 
• imitated (more or 
or melodial waving or 
s Fugue. It is of such 

IOCOS: f SOa d y ifflrunt 

different parts and in different 
■ ' Fugues it is imitated 
xdy, and that several 
- s ; Each time of its 
is called a new 


The esentmh of a Fugue are- 
a Subject and a Besponse, c 
various parts of which the mus 
this Subject shall he the mam 
the whole movement, borne rr. 
ioct essential to tho Fugue. 

Is no Fugue without a Stretto(seo p. 
ao’ain Tomure for their true Fugue 
Pedal. _ Hat the 
convenient. It is difficult to * 
tecory of Vugnos any pieeo or move 
frame work of which is 

on^ 1 Subject and Bcsponso 

to our own definition, Hall 

not a Fugue; for though it has a 

first two measures ■:> 
next two, and has a „ 
a fifth above in tho Boprano,^ 
subject is again 
has again a Response a 
and once more re -appears 
the Subject is not cnmec 
and it is not made tho 1 . - 

in the greater part of tho 
mav be called Fugal passage" 
not Fugues. Twos 
arc in “ Bon Accor 

The Subject is a _ . . 

Section) of melody, winch is 

loss perfectly) in its rhythm 

both in tho after parts of tho 
character as can be easily 
when it rc- appears inc. ^ 

kevs. In the more complete X agues 
hv the several parts success* v 
over in different way 
being “ carried through ” the parts 
“Unfolding ** of the Subject. 
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Organ Feint or iW,— Complete Fugues, after 
employing a vast variety of contrivances for shewing 
<>Lm various lights their Subjects and Counter-sub’ 
jeets often conclude with t a long holding tone, corn- 
s'll 3 % th -f BaSS> , called an Organ Point, which 

i 00 ,? 3 ^ £ raad sound the last parting phrases 

f their various themes* There is such an Organ 
1 omu m the close of “How lovely ” p. 61, but it 
is placed m the instrumental part. 

is *9 he found in Additional 
Exercises, but there are interesting illustrations of 
the less regular forms which should be carefully 

ih J tndeR t he A ns ablG t0 a ^werques- 
them.^In the second movement of 

thCmS e ” S ^?f\ me P ; G /’. tlle Subject is “ carried 
tlnough all the parts twice, first in the order,— 

ifSS&E I ’"- 

- 1“ ‘the third movement p. 69, sc. 1, m. 7, a Sub- 

Iht moasurss ) ^ announced in 

the Conti alto. I he Response comes (with a Stretto 
of one M in the Soprano sc. 3. It is htken up 1 
again (with a Stretto of one pulse) in the Tenor 

v 1 ’?.^? 086 is altered t( > accommodate 
the Bass which wishes to enter at the fifth instead 

m0 f f ure ; . After being thus “ carried 
f on 3 the sul) J ect re-appears slightly al- 
tered m the Soprano at the end of sc. 5, with the 
same Stretto which the Bass secured. Then fol- 
lows a digression or episode of sixteen measures, 
containing the first four tones of Subject and Res- 

nv-nm m T ? nor > Contralto and So- 

piauo. At the bottom of p. 70, the contracted 
{subject re-appears m the Contralto, and is again’ 
earned through ’ the Bass, Soprano and Tenor, 
but with ever shortening proportions, — the close of 

cadence^ ^ emg broken off to way for the 

In « How lovely ” p. 58, a Subject of eight mea- 
sures commences in the Contralto, and after a full 
measure s interval the Bass takes up . the Response an 
octave Mow. After a measure of interlude there 
enters p. 08, last score, an Episode of ten measures 
containing imitative passages, and passing into the 
first sharp key. ^ Then p. 59, end of sc. 2, the Sub- 

i < p C V e *iF 1 i 0arS i? tbe fpeuor » but onl y the first half 
fi Before tins is concluded the Soprano takes 
up the Subject for the same length, hut omitting 



a § am mtroduoes Subject in the same 
S H° pra ??- At the hMo ™ rfp. 59,“ a 
oedL tb^Sm^n 011 a aew Subject 1 isintrodu- 
TW^. + aa ° with a Counter-subject in the 
?°5® there is immediately a response 
tL th B„ C ° utl H t0 w jth the same Oounter-subjeb in 
tne Bass. Then follows an Episode of fom*fiv.r 

S4vS those of the 

61 Ye 9 ^ 0,300 more softl y and alone o. 

61, sp. 2, about three quarters of the original Knf, 

joct is delivered by the Contralto, but beforo it is 

mdthe TeT,?° Pran °i ta ' l£0 ? l Up itS dosiu Z Pimasos, 
and the Tenor re-echoes them. A short cadence 

it°wonfd be h wen°f e- fK Ia <S IlgiBg music ® f this kind 
toS- ,n +i 11 for the Slager io marlc ia his own . 
sSdeel 1 +b T> PaSSae ° S ° r P^ 03 w hieb contain the 
Subject, the Response, or the Counter-subject, and 
to smg them with dearness and vigour; sin<nn<v 
everything else except the Episodes hi a rery°soft 
and subdued manner.* y 

W £tw“ a sort of artificial declamation, in 
fr 3s f lger endeavours to imitate the inflec- 
AU^ a * amta lk aA e ®P h . a,:a of natural speech. It 
differs from the recitation of a chant, chiefly in 
changing its hey frequently, more frequently indeed 
than is common even in the wildest and most im- 

instnimlt? e f il ^ “ ua00aa ®ctcd with music. 
Instruments (one or more) are employed to an- 
nounce, and sometimes sustain the chords of cacii 

areinWT Jf® ,t n8:th ° f tlle notes ia a Bodtative 
«®“ ™ w ' y th® composer only as approxima- 
tions. The singer delivers them absolutely accord- 
ing to his own fancy. He makes them long or short, 
quiet or impassioned, just as he thinks best. II 0 
must avoid the regular rhythm of au air. Ho must 
simply express with energy and propriety what- 
ever passion there is in the word.?. Recitatives 
serve to connect the different parts of an Opera, an 
Oratorio or a Cantata, by the narration of events 
thestoiy USSeSti ° n ° f sentaaonts which carry on 

An Opera is a play in which the actors sing in- 
stead of speaking their parts, and which is accom- 
panied throughout by _a band. mile developin'" 
some exciting story, it gives opportunity for the 
introduction of a great variety of musical forms. 

It might be supposed that this union of four arts 
poetry, music, painting, and acting, to excite livoly 


Si. Co. mm). * See other examples of Fugue analysed In “ Musical Theory,” Book m, pp, 223 & 226. 
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interest and illusion, would elevate all the axis thus 
employed. But it is not. so, because the human 
ir ?Tl * l 'hifrhfist excellence m a 


imn OV'CU. Dub iti io wwu.mv) " — - „ 

mind cannot appreciate the highest excellence in a 
amber of aria at tho same time, and the arts of 
I T.„ and ginsing sadly interfere with one another, 
i u^ neither 0 tHo best poetry, the host taunting, 
the best acting, nor (except in solo am gmg) the host 
music are to bo found in the Opera. lor the bust 

This is a sacred opora, tjithout 
scenery or acting, in which music enjoys its full 
„ u d undisputed sovereignty. It develops some 
Wrod story by means of recitatives, songs, ducts, 
ouartots; and single and double choruses. 
Choruses are more used, and solo voices, loss than . m 
the Opera. The attempt to bring an ordinary 
Opera into this pure sphere of music bv singuig it 
without the action and the scenery, only tends to 
shew how much exciting Operas are dependent on 

sensuous effects for their popularity. 

, m Cantata.- This, if >a sfred one, is i a .short 
Oratorio, — if on a secular theme a short Opera, 
commonly without scenery or addon. 

Music for equal voices.— In England ^dintr 
United States most part singing is done by toed 
Yoices— that is, by Male and Female voices together. 
This Is best, both socially aud musically; but.it 
cannot^ always he attained. It is therefore teir- 
5 i lil e that women in their work-shops and inen m 
tos &oXCve music specially harmonised for 

thorn Our Tonic Sol-fa composers nro rapidly 

using their skill to supply this want. Mr. CaUa^y 
has done onr young men great service ; and Ms 
investigations and historical enquiries on the sub- 
ject have contrihuted much to tho value of this 

Choral Contrivances.— As we have often ^ oc- 
casion to notice that some even of the great com- 
nosers are quite cruel in their demands on dhe Total 
compass —it is equally fair for a Chorus -leader to bor- 
row^a few voices from one part to assist another for 
huhrase or two. Thus the Tenors may aid the 
Contraltos when their part lies too low, and the 
Contraltos may assist the Tenors when their par 
is too high, and so on. 

mv A •Resonances. — -If: one takes a wide organ pipe 

FlbeS instrument, which is of the same 
Wth «s a narrow one, the. pitch of the two will he 
the°same, hit’ that quality which ^omtiie 
resonance of air m tlie tube will be dillu uit. i '« 
vMe resonator will give a pure but somewhat dull 


and oombre tone. Tho narrow rcMinator will gu o a 
more marked and Oenr sound. , So docs the ah.*l'c 
of the human mouth, w Bulging, affect the tft.i 
raetor of the sound. A full distended moutl t • 
the Sombre Ecsonanco, fit for wailing awe and ;i- 
mentation. A narrowed mouth gives the Wo'' 
Eesonancd, well suited to aid the expression of j 
and exultation. A medium shape given w the 
mouth adapts it for quiet peaceful songs. hie„ 
following phrase, 1st to tho f f 1 *’ “ Jr 
voice of B*chel weeping, 2nd _ to Soo the con 
quering hero coming,” 3rd to u Sweet arid peaceful 
is onr meeting.” 

|d :s If :r I r :f 1 n :d il 

It is important to cultivate the medium resonance 
as a habit , from which to vary as the, sentiment 
requires. Borne persons almy* use tlw 
resonance, and utter every sentiment wnh the 
same dull face and tone, , * 

Ex 299. — Sav, with which lussonanco each of 
the following songs should bo sung, and give yonj 
reasons for the decision,- 1 Night around p. H, 
“ Angel of hope” p. 4 8, and “ Home p. ti. 

Breathing Places.— In addition to the sugges- 
tions already made for the choice of bmithmg 
places, pp. 16 and 30, it should he xiotrGed tBahtHe 
little step of the scale f m, t ft U 
is always most effectively delivered when the first 
tone glides into tho second; we should therefore 
never take breath between two such tones, hoi a 
Sr reason we should not take breath between a 

dissonating tone and its resolution. It is absolutely 

neemnry to take breath before a crescendo or swell 
passage, or before any long holding-tone, or befor ) a 
passage of quick toaes-“a division, ’as it is called, 
bare must be taken always to do this rapidly and 
easily, so ns to interfere a3 little as possible with 
the preceding rules. 

“ 'Phe mouth,” SC 


"The mouth,” says I)r. Mason, “ should retain 
the position it had while performing, ttio prenous 
**& hv no means form itself into the sn ipe 


the position IX> uau «uuo x A . 

note, and by no means form itself into the scape 
necessary for the following note ; neither must the 
mouth he, at all, closed while taking breath. 
Thero should be no sobbing or catching noise m 

the inhalation. “Emission of breath, says bah U 

Kovollo, in her “Voice and Vocal Art, — should 
bo made as tardily as possible, and the sstiidorit \v, 1 
do well to consider breath more as a _ piopelUi.it 
power which sends forth ^ sound J,w»«iiwW 
*7 than as tho sound itself. . * * - me uiesi 

and the muscles below it should be keptj)«-i«<rof»tfy 
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expanded. Fresh supplies of air will thus be more 
? eadUg admitted, and subsequently remain longer 
than if the walls of the chest are suffered to 
collapse/’ 

Portamento, or the carrying of the voice from 
one tone to another, is made by a rapid and con- 
nected glide, or more properly by a slur, see p. 96- 
The voice passes through all the tones of the inter- 
val, but with & relaxation , in the. emission of 
breath. This, in solo singing, and after a long and 
careful practice, may be made a very beautiful 
ornament; but the laay imitations of it common 
among chorus singers, are discordant and disagree- 
able to all except the self-satisfied singer. It will 
be useful, however, to the chorus singer in cases in 
which the musical phrasing differs from the verbal. 
By a careful Portamento the musical connection 
may be retained while the verbal distinction is 
made. There can however be no breathing place 
in a Portamento. 

Yoice^ Training.T-It is only to a small extent 
that' voice training can he carried out in class,— 
but the experience gained in a well trained class 
will encourage many pupils to seek additional 
practise under the watchful ears of a master. The 
difficulty of voice exercises in a mixed class arises 
from this, — that each of the Seven “Parts” (See 
p. 106) requires to cultivate a different compass, 
and that voices singing the same exercises, an 
octave apart, must use different registers at the 
same time. It would therefore be necessary, (if 
breaks and registers arc to be watched) to divide 
the class into Seven or at least Four parts, and the 
rest of the parts would have to sing “a second ” 
softly while the teacher was attending to the one 
which performed the exercise. Only where the 
pupils themselves are intelligent and observant 
students of their own voices can voice-training in 
class be profitable. In ignorant and careless hands 
it may destroy voices by forcing them up into un- 
natural registers. No teacher should attempt to 
carry pupils far in these studies who has not 
patiently examined and reported on every voice in 
the manner described at the last step. * It is well 
for the student to know at once that the secret of 
success will not be in the particular form of his 
exercises, or in the multitude of them, or in their 
being written by this man or the other, — but in 
their being frequently used and perfectly worked 
through. Gustave Nauenburg, in his “ Daily Sing- 
studies for all Voices,” says “ The celebrated singer, 


Farinelli, was already reaping the flrsfc fruits of his 
fame, when he visited the singing master Pistocchi, 
to ask his unfettered judgement on his past per- 
formances. P 1st ocelli said, ‘Nature has lent you all 
the qualities of an artist in song; with properly 
conducted Voice-forming Studies you would ' become 
a truly great singer.’ This was not the answer 
Farinelli had expected ; but inspired with a wish 
to attain the highest point in his art, ho begged 
that he might piirsuc his studies with the worthy 
master. PistoCchi accepted the anxious scholar. 
The studies which Farinelli daily practised with 
persevering seal, were all written on a single sheet. 
In a year’s time the master dismissed his pupil with 
the character of an accomplished singer. 4 What 
can the exercises on that sheet have been?’ has 
often been asked.” This question Herr Nauen- 
burg answers by saying that doubtless they were 
such as would daily, 1st, Tune the voice to the 
different chords. 2nd, Strengthen it (securing equal 
strength for all its tones), and 3rd, Give it Flexibi- 
lity. To these objects of Voice Training M. Seiler 
has taught us how to add Quality. Herr Nauen- 
burg published on a single sheet a few simple and 
easily remembered exercises with these ends in view, 
and the exercises of this work, Seeking strength 
and flexibility, are chiefly copied from his. 

Manner of using voice exercises in class. The 
: exercises used thus far have not had a range above 
FJf for males and onc-F^i for females ; so that none 
of them except the Register Exercises themselves 
have passed over any difficult points of breakage 
in the registers. But the pupil has now learnt how 
to study his own voice more minutely, and wishes 
to cultivate it to the fullest extent. He will see 
(p. 106) that the range of tones to be cultivated 
and the registers and breaks to bo studied differ 
with each kind of voice, and for each new key he 
will have to “Sol-fa his breaks” (p. 110) afresh. 

If the pupil stands in front of a large Voice Mod- 
ulator,* he cannot miss seeing , while he sings, the 
Register he is in and his place of break ; but it 
may be useful to state distinctly what are the keys 
through which each of the following exercises 
should be worked by each different sort of voice, 
and what are the Sol-fa notes just below each 
break in each key. Although the use of a Voice 
Modulator renders all this unnecessary , it will serve 
to show what minute care is required even when 
wo make the imperfect division of voices into only 
four “ parts.” Notice that the lower voices in each 


St. Go, (Nm.J 


*“ Voice_ Modulator,” price Is. 




Ex. SOO, 

mrt will haw to bo excused the highest tones, and 

Ssos ma-lo into “.fljtafl 

pns.dng S ‘ri&U la 

Ihelks kusht in, hv tho Tenors the instant tho 
SWw the Contraltos in 

r^*^«i,4na onoo 

hv the Sopranos, and caught up b> each ower 1 
iii tho ^dominant key. 

Excises with B^oe op a Tenth (Bn. 

o A1 ± n "ha vo to bo thus worked. 

A = 

* ICS ‘ £3? iS 


Tnitrs. Kovs irom u-ou« \^u ™ ~ 

In Ci 1; in »i s ; in E,.f and rl are tones below 

(Bb,l. In E, a and r< ; m 1 1 a and 4 , «• tr, 
t ; in A| i* and 1 ; hi X>bl ' j r j> & s .and 

Sopranos. Keys froniBj to X ~ i ■«■ * L » , d 
r l . in od,f and d> ; m D m, t and m , m L r, 
r i • in E d, s and di ; in EJ d, s and d . 

lawn with Eastoe or an Octave _(Lx. 
301 to 307), may l>e worked each t ° 
kovs, as well as those given above. „ f 

fcj SSKWSf £21**!* 

B| Contraltos. Keys from E t to D. In 0 d, f and d> , 
“£““ dt keysfromB 1 to B b . 

i„ Am and 1; in Bb raiuls. 

Esbucisss with Dowswaod Kanqe may he 
worked thus : h Keys C down 

toAhf^SOOdowr? tZ% and Ex. 310 from C 
down to Dh- Nobroafc. . - 


Tenon: Ki. 308. Bangea tenth Keys Cl down 
to Kb ! Ex. 309 d< wn to B, , no break ; and Ex. 

3 in ft*om G- down to A.pp *M IJ to. . 

3 S«. l*cW- eftdi -Tn 

down to Or. In B\> and r, ! m ® & 

t. nnd f, ; Ex. 300, down, to E[?, A 11 % °;fi ia S J ’ I, 
^ 1 ; Kx. 310, from Bb down to C. In 1 »* ; ia L 

f| ; un l) m, b, . v.. ' tenth. Keys' G , 

dmra to E. In » t„ f, ; in K d and a, . in L , a, , 
Ex. 300, down to C. J n I 1 : » U. W 

from El down to U. In 1* d , * , in D m , m , m u 
d 1 , f ; inBs; in And; m tr f|. 

Agility Of Voice. — Ease and flexibility of the 
J £ meonunonly regarded as f g 

M ‘id i mo Seiler has shown, that they are rump 
dooendont on the formation of certarn habits m 
^faction of the vocal organs In ■ «U S^ups of 

SnS isXSvU^itSrkort, quick 

and after each The 

vrv-tnH likft that of a gun after the ui»umigt. * 

tii a voico-tramer can watch ana. s - _ 

*> &* tlomason why 

agility of voice. » should 
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expanded. Fresh supplies of air will thus be more 
? < 'tidily admitted, and subsequently remain longer 
than If the walls of the chest are suffered to 
collapse.*’ pa o, 1 p iff'fKf'-': 

Portamento, or the carrying of the voice from 
one tone to another, is made by a rapid and con- 
nected glide, or memo properly by a slur, see p. DG- 
The voice passes through all the tones- of the inter- 
val, hut with 4 relaxation , in the emission of 
breath. This, in solo singing, and after a long arid 
careful practice, may be made a very beautiful 
ornament; but the lazy imitations of .it common 
among chorus singers, arc discordant and disagree- 
able to all except the self-satisfied singer. It will 
bo useful, however, to the chorus singer in cases in 
which the musical phrasing differs from the verbal. 
By a careful Portamento the musical connection 
may be retained while tho verbal distinction is 
made. There can however bo no breathing place 
in a Portamento. 

Voice Training.— It is only to a small extent 
that voice training can be carried out in class, — 
but the experience gained in a well trained class 
will encourage many pupils to seek additional 
practise under the watchful ears of a master. The j 
difficulty of voice exercises in a mixed class arises 
from this, — that each of tho Seven “ Parts ” (See 
p, 10G) requires to cultivate a different compass, 
and that voices singing tho same exercises, an 
octave apart, must use different registers at tho 
same time. It would therefore be necessary, (i f 
breaks and registers are to be watched) to divide 
the class into Seven or at least Four parts, and the 
rest of the parts would have to sing “ a second” 
softly while the teacher was attending to tho one 
which performed tho exercise. Only where tho 
pupils themselves are intelligent and observant 
students of their own voices can voice-training in 
class be profitable. In ignorant and careless hands 
it may destroy voices by forcing them up into un- 
natural registers. No teacher should' attempt to 
carry pupils far in these studies who has not 
patiently examined and reported on every voice in 
the manner described at the last step. It is well 
for the sttident to know at once that the secret of 
success will not be in the particular form of his ! 
exercises, or in the multitude of them, or in their 
being written by this man or the other, — but in 
their being frequently used and perfectly worked 
through. G uatavo Nauenburg, in his u Daily Sing- 
studies for all Voices,” says “ The celebrated singer, 


Farinelli, was already reaping the first fruits of Ids 
fame, when ho visited the singing master Pistocchi, 
I to ask his unfettered judgement on his past per- 
formances. Pistocchi said, ‘Nature has lent you all 
the qualities of an artist in song; with properly 
conducted Voice-forming Studies you would ' become 
a truly great singer.’ This was not tine answer 
Farinelli had expected ; but inspired with a wish 
to attain the highest point in his art, ho begged 
that he might piirsue his studies with tho worthy 
master. PistoCehi accepted the anxious scholar. 
The studies which Farinelli daily practised with 
persevering zeal, were all written on a single sheet . 
In a year’s time the master dismissed his pupil with 
the character of an accomplished singer. 4 What 
can the exercises on that sheet have been?’ has 
often been asked.” This question Herr Nauen- 
burg answers by saying that doubtless they were 
such as would daily, 1st, Tune the voice to tho 
different chords. 2nd, Strengthen it (securing equal 
strength for all its tones), and 3rd, Owe it Flexibi- 
lity, To these objects of Voice Training M. Seiler 
has taught us how to add Quality. Herr Nuuen- 
burg published on a single sheet a few simple and 
easily remembered exercises with these ends in view, 
and the exorcises of this work, Seeking strength 
and flexibility, are chiefly copied from his. 

Manner of using voice exercises in class. The 
exercises used thus far have not had a range above 
F# for males and ono-F# for females ; so that none 
of them except tho Register Exercises themselves 
have passed over any difficult points of breakage 
in the registers. But the pupil has now learnt how 
to study his own voice more minutely, and wishes 
to cultivate it to the fullest extent. Ho will see 
(p. 106) that the range of tones to be cultivated 
and the registers and breaks to be studied differ 
with each kind of voice, and for each new key ho 
will have to “Sol-fa his breaks” (p. 110) afresh. 

If the pupil stands in front of a large Voice Mod- 
ulator,* he cannot miss seeing , while he sings, the 
Register he is in and his place of break; "but it 
may be useful to state distinctly what are the keys 
through which each of the following exercises 
should be worked by each different sort of voice, 
and what are the Sol-fa notes just below each 
break in each key. Although the use of a Voice 
Modulator renders all this unnecessary , it will serve 
: to show what minute care is required even when 
we make tho imperfect division of voices into only 
four “ parts.” Notice that the lower voices in each 
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Ex. 300. 

.in d.™ I. '« to fi?5J2 

‘ngST^gs&t.t 

l or a downward flight uie ^ 

Lv the Sopranos, and caught uo „ 
iu tho feidominant key. 

Exshcbsss vmi n'M °*J 

SsaS feeu 

Wales ; in Fi f and d> ; m »i r t. 
l ‘ Key* from E-one (E, to B|-ono 

(Bhi) . In E, s and rl : m F, 3 and d> , m U, 
t ; ii A, x and 1 ; m Bb, *> s “'d . ^ a s ^a. 

inland 

r>| in E d, s and d> ; inI«’S d, s and cU. 
keys, as well as those given above. 

SSlvidi! «» 

“'«>««<». Keys from E, to D. In 0 d, f and dl ; 

in Dm and t. . rn TnO-fandt; 

S, .pranas. Keys from B, to Bb- In U t ana i , 

in Am and 1; in Bb muds. 

Exbucises ytmi Dowswasd Eaxcib may he 

Ex. 308. Range a (cut!, 3&W Odowg 
to Ab ; Ex. 309 down to F t ; ami Ex. 310 liom O 
down to I>h* ^ rea ^* 


r f ',ioyf Ex. 308. .Range a tenth. Keys $ down 
tolbTEx. S09 0OWB to Bi ! no break ; and Ex. 
310 from Cx down to Abe ln ® ® Keyq jjl 

Contraltos. Ex. 308. Range a to «■ ' 

ft 4 ," VS?^ to'Eb m d and s, ; | 

. | b li Si. WO, from Bb down to O. In E s, ; m E 

f| '’<fi»,n«“’ S| Ex.308. Range a tenth Keys G 
Soptauo*. 1 d and s ; in E s { ; 

down to E. In (x % i\ y 111 { , d . a ^Ex. 310, 

Ex. 309, down to C. In D I , » U. ^ ^ 

from F' down to (x. In 1 »,«, »ha,«, mv 
4i,f; inBs; in A ml; m l* t|. 

Apilitv of Voice.— Ease and flexibility of the 
vofel arc commonly regarded as noted gifts , but 
TtwWnA Seiler has shown that they are ium> 
dSttot on the formation of ******* $ 
thi action of the vocal organs. In all groups « 

Si^£ 4 Ta.i"toi*r‘ 
5 Ki 4 a* the f nd 

S^^isaawats 
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W slm-laa, with slurs and 
expression as marked :— 
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KEYS B up to E. M. <30 to 132 , 


dim in - ?/ 

kl 1 4 r ' t d 1 ' 4 1 ff’tj 
Skaa 1 


I3.t, 302. keys B up to E. M. 60 to 1G0, 


KEYS B up to E. M. 60 to 160 . 
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KEYS B up to F. M. SO to 160 . 

, 

t r :n ( r<cle:r 

> 

n 

;f *n t re:n 

? : 

Ur 

d 


r 

3 'S |T :t ,1 ,se:l 

^ ' 
t 

:d f 4 t .!e:t 


f' 

s 

: — j 

- • la, 

d 




n j§§ 




The Teacher will tost the pitch of each exercise »s 
it concludes. The pupil mil bear_ m mind ths 
remark on p. 33 that strength is obtained by some- 
what forceful exercise, and by the earelul use of the 
crescendo passage and the explosive tone, but 
always bo it remembered, with as little breath as 
possible. 


Strength of Voice.-The following throe exercises 
.re extremely difficult to perform well. They are 
“? “vf. tn stren»then the volume of pure vocal 

to inereaseT the retaining power of the chest 

in' holding a steady breath for about thirty seconds 
—and to" cultivate the faculty of passing from 
xw» tn Piano and vice versa without losing pitch. 
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downward CuUi^^^-^oarfy^tho 

I'xccfi-^ V 1 upward tat tin; lower 

t; l0 l;; d«u=ioa o£ ... • ltiv ] utioa will! regard to 
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found the following exewiM cS 

Contraltos and Hasses for 

To it are added two <w*j»» * »" (l0 . 
These exercises have added to them* a > 
i;^nyms,^'l«rt to be suug P^uo. 
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two tones lose their distinctness 
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MafSomns it to the early steps and even 
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can no longer withstand unnatural treatment. 
The forced tones "below as well as above, often lose 
their fulness and energy, nay, there occasionally 
happens quite a new break of the voice. Such 
results plainly prove that those tones were forced, 
and not founded in the nature of the organ,” 

Voice exercises should be repeated every year, and 
at the opening* of every season of singing practice 
meetings. Every one should seek to have a culti- 
vated voice. The cultivated voice is known from 
another by its first sound. There is no mistaking* 
the master of his instrument. 

Finally, let us remember two things. First, 
that even music must be enjoyed “ soberly,” and 
a piece. They should the more steadily and soberly it is pursued the more 

voice, but with great fresh will be our desire for its pleasures and the 

gives spirit to the ex- more keen the enjoyment they bring. And last, 

lives tenderness. that all this vocal culture only puts into our hands 

a delicate but effective instrument. See, reader 
that you use it nobly. Exercise yourself to win a 
humble, true, and joyous soul, and let your heart be 
heard singingin your voice. Use that voice for social 
recreation— innocent and elevating. But use it 
most rejoicingly for “the service of song in the 
house of the Lord.” If the singing at your place 
of worship does not satisfy you, try to improve it ; 
but first of all show that you mean cheerfully to 
fulfil your own personal duty of vocal praise, who- 
, , , . g I ever leads the singing, whatever tunes are used 

.ulated singing* and and howsoever the organ is plaved. 

High tones, wrested i 

THE CERTIFICATES. 

pupfi boasts that “he could take tho 
certificate if he would’ 7 the surest way 
to destroy his boast is to try him. For 
the true teacher (who knows how easy 
it is to obtain merely one-sided or 
merely collective results and how 
deceptive) they offer the only practica- 
ble means of guaging his real work, 
lue ambition to obtain : them also 
promotes such an amount of home work 
that fully four-folds {as has been as-' 
cer tamed) tho usefulness of the class. 

All faithful teachers of mu* method 
i( put honour ” on the certificates, by 
definitely preparing the class, lesson by;; 
lesson, for each of the requirements, 
by making; them necessary for admis- 
sion to their higher classes, and above 


over the Thus re would be sung* | femre.m jj. 
m 

Both these Turns when used in a cadence may some- 
times be allowed to delay the time, but not when 
they occur hi the course of * ™ 

be delivered with subdued 
clearness. Tho direct turn 
pression, the inverted turn g 

“ natural voice,” says Nauenburg*, “ is 
merely the raw material, which has to bn elaborated 
into an instrument of art. Even in the most 
favourable organization, if the voice be unculti- 
vated, there will be found side by side with healthy 
and powerful tones, others that are sickly, feeble, 
shrill, in short, unavailable for the purposes of art, 
until they are trained and beautified. Indeed, the 
greatest irregularities come to light in voices in 
which the natural development of the organ has 
already been disturbed by unregulated singing* and 
various physical influences, 


The Tonic Sol-fa movement has been 
distinguished from all other efforts to 
promote music among the people by its 
System, of Certificates. See pages igo 
to 162. These certificates have grown 
into common use and general accep- 
tance, partly through the good will of 
teachers and pupils towards the method 
and their desire to testify a grateful 
love— a proud fealty to it,— but chiefly 
b “cause of their proved advantages, 
Tor the true pupil they find out (what 
he wants to know) Ids weak places, 
blow him in what direction self-teaching 
a specially demanded, and give him tho 
confidence of knowing that ho has really 
and satisfactorily reached a certain 
stage. When some unloving, xmsocial 


all by inflexibly refusing to allow uncer- 
tmeared singers— pupils ungrateful to 
the method and careless of their own 
progress and their teacher’s honour— 
to take part in any public Demonstra- 
tion or Concert. This is commonly the 
strongest power with which the teacher 
can enforce self-drill at home. Woe to 
the teacher who, by weakly yielding, 
throws tins power away. 

Our Certificates have been already 
accepted by other societies than our 
own as grounds of admission to Cryshd 
Palace choirs, to Choral Societies,* and 
to Preceutorships. The more faithful 
we am to ourselves, in this matter, the 
more will our higher certificates grow 
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19 , Mention three words in which 
ocei u 9 wit ,1 k H it bein gr ho spelt. What xr 
the position of the tongue and h|>s m 
forming this sound j What dilhVult.os 
are found in sustaining or, A In wlu* 
pitch of what voice is there a anaincy 
to change this vowel! Whitt wrori-, 
qidddFthe 'proper j prorumouition of this vowel are you 

I sound on occurs* without bemg so ■ feptH* 
What are the positions of the t«>n»nf ; 
bps and teeth iu forming this % ow« 1 • 
What are the tendencies ?i this ‘ V 
in the lower pitches and m the lugh i 
pitches ? What faults in hoi mdmg th t * 
j vowel are you practically acquainted 

i V 1l l . ? Mention ttotrt to « 
occurs, though not so spelt. What is 
I the. position 'of the tongue, hp» and 
1 teeth in producing tins vowel. In 
which voice, and in wdiat 

the sound a£ occurs, but not so sput. 
W'hat is the position of the hro, tw&th 
S im& tongue for this vow el • ■Hi , - 
| voice ainlnt what mtcli has it * * 

! ency to change > How w this towa 

23. Mention three words -m w,mb 
the sound ee occurs though uou so apelt. 
What is the position of the tongue and 

ShiSpScins^ lt jyg*'S£ 

, and at what part of its pitch is tws 

"E'^SSta ttaii word, in which 
1 the sound « occurs, though not so spelt* 

; is the position of tongue, bp» 

S3 teeth n holding this vowel ? in 
, Shat voice and at what part of its pitch 
» is this vowel most likely to caarigv. 

I What defective promulgation, of it do 

l two words in which the 

•r sound « occurs, though so 
I 'Wliat is iho position oi the ton-, a*, 

“ Xfthaml lip/to this vmvvl! ’ WM 

; o the natural change oi a & iu r u 
b 1 pitches i What defective pronun cm- 
* lions of this vowel are you personal^ 

L f ! aC 20 . ai Mention three words invrhivh 
' j -i.T. firtund e occurs, though not so spelt 
if i Whet is the difference b«twc< n X^upo- 
t sMon S of the organs in i „> » j 
I What is e likely to change into at tn 0 s 


of i 1,3. What is the mental effeefco'f a 
ad 1 change from soft to loud on ft single 
■ev t tone 1 riBite- illustrations.; y t.'-: 
he 14. Wliat kind of Phrasing w more 
ics important than the proper division and 
to marking out of the parts of a melody . 
’Wliat habit should the smgei foim m 

bSttedVtnnavtat onto to P/^'^Svhe^n^tohind | 
poetical phrasing do not ngree, whidi 
econd in reference 

nvT/1 t0 l| 1Ua How o&n^houldthe use of the 
.nonly 

. ... IJl 1 

the points the vowefe? Jnvr 
: — is a study oi ih< 

necessary for cleaii 
what . elements of 
differences andvul 
themselves 1 In v 


1 Wliat is meant by transition < 
two removes! In going to the seem 
shu rp key, what tones of the old k 
arc blotted out, and what tones of tl 
n -w key arc introduced ? How do 
Ids move the key tone? In going 
the second flat key, what tones ot th 
old key are blotted out and wliat of the 
now introduced 1 How does this move 

^2 .k^VThrt 1, emotion does the second 
sharp remove express ?— what the ? 
flat l For what purpose is a pr 
second remove chiefly used 1 He 
subordinate second remove com 

empioyed^ ^ fll0 ^ree points w ~~ , 
observed in helping pupils to master ] m t 
r l Voiutions 1 "What arc 1 - , 

which make some transitions easier 
than others 1 What points make them 

m r ISifaofte « removes 
what Modulation generally takes place J 
What Modulation .usually accompanies \ c 
threu ^ removes! mat physical In 
changes may, or may not be made m a 
transition of three removes J W hat is w 

the common mental effect of three flat tl 

removes'!— of three sharp removes ! ‘ 

' 5 . What are the general principles ffi 
which sho'uld guide us m fixing the n 
weed of movement and the .degrees of el 
horce in singing ! Which should be h 
more studied— the actual words or the s 

moodofimnainwMolittoyMoattCTcd. tl 

: .Qive an illustration. Wlut.is the pa. . 

- erciso, in connection with this subject, v 
which is of chief value ! p. 130. ; 

6 What kinds ot passages should s 
be sung loudly and quickly % Mention e 
' ' ' four kinds with illustrations to each . ■ t 

' 7 , Wliat land of passages should be t 
: smi" loudly and slow'iy ! , , . ... X 

S° 'Wliat kinds of passages should 1 1 
snftlv and slowly! Mention i 


- vA;. 1 \ j! ' ■ ‘ 


■ smmy&Tm\' 


vi 1 ok a 2 What defects do you notice in 
the tfionuneiafcidn of this vowel ? ■ y 
gy; Mention three words m yrnea 
jm jsnntid i occurs, mono of them' at 
L i MW . being' differently spelt. What 


| spelt.- -What is the difference ■ in the 
J : position of the organs -for m : and for 
' ao t Mow may the pronunciation /• of 
this vowel he easily 'attained ! . 

, . 38. What are the -musical properties; 


oWinsfor cc and pivi! What innUi 
jo you Imow a iii the prommeiation 
, : of .this vowel ?/•’’ 

■.,'■ 23 ; ... Kention.- three words, in winch 
j he s rand J <" occurs, i bunch not so spelt, 
iyii tin fch 1 differ ?nc ■ in the po fition 
of the, organs- for oo and for.K'<> ? What, 
wrong pronunciation of this vowel are; 
you acquainted with ! .p. 113.. 

.,29,. .Mention -three words ■’in. which 
the sound .a occurs. What is the differ-' 
-once ' between- the.position of the organs 


the' position of the proper to-' a Ilesponse,?. p. Id 


■ ■ 30. -.What -are ■ the ; ••.essentials of '■ a 
••• Chant'?.- Describe the -form of -ah An- 
glican Chant. .WI tut are two. of : the 
'.common. faults in the construction of 
.au Anglican Chant ? 

40. Mow did the modern hymn time 
originate •? What are some of the 
defects of structure which often unfit: it 
for the voice of a Congregation 1 , . 

41. How does the speed of a hymn 
tune affect its harmonic character ? 

42. How does the speed of a time 


for o a and a ? Wha i i l iroo oth or ca scs affect the rhythmical impression it pro- . 
are. there in which vowel positions differ duces, and what sort of speed demands 
f in the ■ same way, though- otherwise the closer attention to rhythmical. pro- 
alike ? Have you noticed any mispro- portion and balance '! p. 145. 
nuncinifon of o ? 4-3. What sort of tunes are best 

90 . How is tk>r pronounced before a adapted to the bold and spirited hymns, 
vowel?— how be fore a consonant? How and how' do tunes of this character 
is T t iy pronounced ? change their mental effect when sung 

,31. * What are the four principal slowly 1 What kind of tune is best 
•diphthongs in the English Language ? adapted to hymns of cheerful emotion, 
What vowel is treated along with the and how do such tunes alter their mental 


diphthongs, and why? What is the effect -when sung slowly ? 


difference between two vowels put close 
together and a diphthong? Give an 


44. What is the sort of tune which 
best suits hymns of didactic and varied 


illustration. What is the difference character ? 

between a diphthong and a digraph? 43. How can a precentor best remin d 
Of the three elements of a diphthong, a Congregation of a change of seiiti- 
whi'eh is neither the longest nor the ment in tlie hymn, and secure the proper 
shortest l Of the two vowel clem uk, expression • 

which generally has the accent ? p. 142. 48. Ifow do Anthems essentially 

32. Mention three words in which differ from Hymn tunes in their aim , 
the diphthong ei occurs, though not so and -in their musical character ? When 
spelt. On winch vowel element docs Anthems are meant for congregational 
the stress fall, and what sound should use, what musical difficulties should | 


be given to that element in singing? | 
How should the glide be treated ? 

33. Mention three words in which j 


be avoided ? Explain the words Decani, 
Cantoris, Full, Verse.:,. ■ ■ 

47.:, what- areriie 1 • 


the sound oi occurs, though not so isties of a Madrigal? What kind of 
spelt. What is the proper first vowel sentiment often characterises a Mad- 
clement and which of the two should right ? What is a Ballet? 
be prolonged ! YvTuit error in pronoune- 48. For what peculiarities of vocal 

ing this diphthong have you noticed ? arrangement was the English Glee 
.34. Mention three words in which specialty adapted ? What sort of Glees 
4 be sound on, occurs, though not so j will hear a number of voices on each 
spelt. What is the second vowel ele- 1 part? 

7. dent , and which of the two should be I 49. How does the Part-Song differ 
prolonged in singing and with what I from the Glee, and how does it differ 
sound ? | from the Madrigal ? How does the 

35. Mention three words in which ! Harmonized Air differ from the Parfc- 
Gie sound eu occurs, though not so Song? p. 146. 

spelt. What is the second element, 50. "Whence arises the Importance of 
v hut is the first? Which has to bo music for equal voices ? p. 149. 
prolonged in. singing ? What error has 51. For what vocal arrangement are 
to be avoided in pronouncing t and d Oratorio Choruses specially adapted ? 
before ot l " 52. What is the style' of Operatic 


33. What other diphthongs can you Choruses? p. 146. 
d; -scribe? 53. What is a Canon* and what is 

37. Mention three words in which meant by “ a Canon four in two ” ? 
the sound ao occurs, though not so 5 b Hoy/ does a Fugue differ from a 


j -Canon ? p. 1 17. 

55. What are the essentials of a 
I Fugue, and what other rnnsicr I covin- 
J varices arc necessary to a fully dovelonr-d 
| Fugue? What sort of pieces may he 
’called Fugnl Passages or mwomhim 
J rather than, rugnes ? 

I 58. Whnt is a8ubjoct in higtie nn l 
| wha t is meant by its various’ expo b 
. , tions ?.,■ A a A'.,.. : 

| .- - : 37. .. What is % .'Bespsnse; in 'Fugue ? 

I Where does it commence fine first time 
i it occurs, and what are some of iho 
j various ways in which it is trout ed ? 
j 53. What' is the Coiinter-subjeot in 
; Fugue ? What other forms often take 
I the place of one distinct Oounter- 
! subject ? 

j , 59. Wliat is Stretto, and what is . its A 
] emotional effect ? , : 

| 60. • "What is. an •■. Organ-point, . .and ... 

what is its effect ? , , ■„ 

;61. How does a Becitativc* differ from 
the good recitation of a Chant/? Ihnv 
should lleeitativo be sung and what is 
the chief use of it ? p. 143, 

62, What is an Opera, and why does 
a combination of ai's fail to rood m* 

, the highest dovolopemont in any one of 
1 them ? w 

j' '.v 66; •'■ : W|?ijttels ii hii' Gfutbriobfiad.-':' ht) 01 o' 

. clots it differ from the Opera, ? 

■■■ A 

63. What choral couirivanes3 are 
allow able when Composers write 4 ‘parts’ ’ 
which are beyond the fair limits of a 
chorus voice ? p. 149. 

66. In what respect does a nidemu- 

■ ' sical pi pe differ in its effect from a nnrrc v ;.b 
one? What kind of Resonance or Timbre 
is produced by a full distended mouth,— 
what by a narrow mouth,— what by a 
mouth of medium shape and size i 

67. In what places of melody ought 
wo not to take breath, raid in what 
places are we obliged to' do so ? 

6,8. How is the Portamento made? 

In what cases should it bo used in. Solo 
singing and in Chorus singing ? 

69. Whence arises the difficulty of - 
carrying out voice exercises in a mixed 
class ? In what eases only can voice 
training in a class be profitable? In 
what cases is it likely to be injurious?" 
What is the secret of success 'in voice 
exercises? What, according i o Kanon- 
burg, are ibe three objects of I'oiee 
training? What ether object should 
be kept in view ? 

'iyTfb : Wliatifisi; the'9nse9;C!sfi i'tbfid-m-ge- : X 
Voice Modulator ? p. 150. 

secured ? 

72. By what kind of practice is 
strengFyof -voice main Ah red f 

73, What is the special use of down* 
ward voice culfciyjitiou excyckirsj ? 


H mm . * id 1 r — m toM 
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THE TONIC SOL-FA COLLEGE, 

President — J. SPENCER CURWEN. 

Secretary— ROBERT GRIFFITHS, Forest Gate, London, E. 

•** For fuller particulars consult the Calendar of the College, issued annually, price Gil., or 

apply to the Secretary. 


REQUIREMENTS OF THE VOCAL CERTIFICATES. 


I.— THE JUNIOR CERTIFICATE. 

Requirements. 

1. —Bring on separate slips of paper 
the flames of three tunes, and Sol-fa 
from memory while pointing it on the 
Modulator, one of these tunes chosen 
by lot. 

2. — Sing on one tone to laa, or any 
other syllable, in perfectly correct time, 
any one of Nos. 1 to 9 of the “ Elemen- 
tary Rhythms,” taken by lot. Two 
attempts allowed. The pupil may 
Taatai. the exercise in place of the first 
attempt.' 

3. — Sol-fa from the Examiner’s 
pointing on the Modulator, a Volun- 
tary, moving at the rate of M. 60, and 
consisting of at least twenty-four tones, 
including leaps to any of the tones of 
the scale, but neither transition or the 
minor mode. 

4. — Sol-fa at first sight, from the 
Tonic Sol-fa notation, a phrase of 
eight tones, or else the air of a “ Single 
Chant,” which has no tones out of the 
common major scale, and no tones 
shorter than a pulse. 

5. — The tones of a Doh chord being 
given by the Examiner, tell by ear the 
Sol-fa name of any one tone of the 
scale lie may sing to laa, or play upon 
some instrument. 

H.-THE ELEMENTARY 
CERTIFICATE. 

Requirements, 

1. — Bring on separate slips of paper 
the names of six tunes, and Sol-fa 
from memory, while pointing it on the 
Modulator, one of these tunes chosen 
by lot. 

2. — Sing on one tone to laa, or any 

other syllable, in. perfectly correct time, 
any two of the “Elementary Rhythms,” 
from Nos, 7 to 2/j, taken by lot. Two 
attempts allowed. The pupil may 
Taatai each exercise in place of the 
first attempt. I 

3. — Sol-fa from the Examiner’s j 
pointing on the Modulator, a Voiun- j 


tary moving at the rate of M. 60, con- 
taining transition of one remove. 

4. — Pitch the key-note by means of a 
given C, Sol-fa not more than three 
times, and afterwards sing to words, 
or to the syllable laa, any “part” in a 
Psalm or Hymn tune in the Tonie Sol-fa 

1 notation, not seen before, but not 
necessarily containing any passages of 
transition, or of the minor mode, or 
any division of time less than a full 
pulse. 

5. — The tones of a Doh chord being 
given by the Examiner, tell, by ear, 
the Sol-fa names of any three tones of 
the scale he may sing to laa, or play 
upon some instrument. [Two attempts 
allowed, a different exercise being given 
in the second case.] 

THEORY HONOURS. 

Pupils who have obtained the Ele- 
mentary Certificate can obtain “ Theory 
Honours” by answering questions in 
the Theory of the Common Scale and 
of Time, the answers to which may be 
found in the large type propositions of 
“ Musical Theory,” Book I. 

Requirements. 

1. — Answer correctly, without book 
or other help, two questions on the 
Common Scale. See “Musical Theory,” 
Book I, paragraphs 1, 2, 3, 4a e, 5, 6, 
la c, So. c, 9a, 10a, c, 11a, 12, 16, 17. 

2. — Ditto, on the Mental Effects of 
Tones . See paragraphs IS, 19a b, 20, 
21a b, 22a b c 9 24d ef g. 

3. — Ditto, on Measure. See para- 
graphs 26, 27 a b, 28, 29, 30 a. 6, 31a b, 
32a b, 33a b, 34a b, 35a. 

| 4.— Ditto, on Length of Tones. See j 
{ paragraphs 86a l d e / g h , 37a c, 38a b. 


IH.-THE INTERMEDIATE 
CERTIFICATE. 

Requirements. 

l.~ Bring on separate slips of paper 
the names of twelve tunes, and Sol-fa 
from memory, while pointing it on the 


Modulator, one of these tunes chosen 
by lot. 

2. — Sing on one tone to laa , or any 
any other syllable, in perfectly correct 
time, any two of the “ Intermediate 
Rhythms,” taken by lot. Two attempts 
allowed. The pupil may Taatai each 
exercise in place of the first attempt. 

3. — Sing to laa from the Examiner’s 
pointing on the Modulator a Voluntary 
containing transitions of one remove; 
and also Sol-fa from the Examiner’s 
pointing on the Modulator a Voluntary 
containing easy transitions of two or 
three removes and phrases in the minor 
mode. 

4. — Sol-fa at first sight, and after- 
wards sing' to words, or to the syllable 
laa, from the Tonic Sol-fa Notation 
any 'tunes or parts of tunes the Ex- 
aminer may select, containing transition 
of the first remove. 

5. — Sol-fa in correct time and tune 
any one of Nos. 11 to 22 of the “Minor 
Mode Phrases,” taken by lot. Two 
attempts allowed. 

6. — Write down from ear the Sol-fa 
notes of any two simple phrases of 
four and six tones respectively, or a 
Single Chant, not already known, the 
Examiner giving the key-tone, and 
singing the time to laa, or playing it 
on an instrument, but not more than 
three times. 

7. — Sol-fa at first sight, and after- 
w'ards sing to words, or to the syllable 
laa, any part in a Psalm or Hymn 
tune from the Staff Notation, equal in 
difficulty to the Sol-fa sight test in the 
Elementary Certificate. 

Note.— -The seventh requirement is 
| optional, but if it is complied with, the 
w’ords “Passed in the Staff Notation 
also,” will be added to the Certificate. 

THEORY HONOURS. 

Those who hold the Theory Honours 
of the Elementary Certificate can 
obtain the Theory Honours of the 
Intermediate Certificate by answering 
questions as stated in the following 
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Requirements. ; 

X,—- Answer correctly, •without hook ; 
nv nfiiAv belt), two questions on the . 
Minor Modejfrom “Musical Theory/’ 
Booh IE, paragraphs 40a o c, 41a b. 

,12 a b r: #/, 43a l c, 44 a b c d. j 

2.— Ditto, on Seales, Roys, Modes, 
and Modulation, from paragraphs toft, 
40a b c d efg h i k, 47 a b d e. 

:• ••• '3'i-^Ditto, "on. Transition,; from para- ■ : 
graphs 48a e, 49a bee/, 60 a c, 51. 

: : 4,— Ditto, on Transitional Modula- 
tion, from paragraphs 47/, 55a b, 56a be, 

5,— Answer correctly, without help, 
and from memory, two writing exer- 
cises on the above subjects. 

IY.-THE MATRICULATION 
CERTIFICATE, 

Requirements, 

^ X.— Memory '.of; Time; and Tune.— 
(a) Sol-fa from memory, while pointing 
them on the Modulator, some passage 
or passages containing transitions of 
second and third removes, {b) Bring 
eight Psalm or Hymn tunes or tunes 
of similar length, each of winch con- 
tains transition and divided -pulses, 
and write correctly (Loth as to time 
and tune), from memory, the air of 
any one the examiner may select. 
le) Write from memory another ot 
these eight tunes (whichever the ex- 
aminer may select) m the Staffs Note- >_ 
tion. [Honourable Mention in the t 
College “ Staff Notation” Course, will 
be accepted Instead of 4c]. 

2 —Time.— Sing to Ida or any other 
syllable, one taken by lot of Nos. 1 to 
■ 17“ Advanced Rhythms,” first on one 
tone, and then as an exercise m time ,i 
and tune. The exercise must be sung j 
as nearly as possible at the rate marked. 
Two attempts allowed. 1 , [The pupil 
may Taatai the exercise m place of the 
, .first attempt] . , 

; 3.— Sight Bisgino.— (a) .Pitch C or 

Ci 'without a tuning fork) not varying 
from the Tonic Sol-fa pitch more than 
a major second, (b) Sol-fa at first 
wirt-ht * and afterwards sing to laa or 
any other syllable, a test, sent from 
the College, containing transition to 
the second and third removes, but not 
necessarily containing greater aim- 
culties of time than half-pulse notes. 
ic' Sol-fa at first sight, and afterwards 
sing to laa, or any other syllable, from 
the Staff Notation, a test sent from 
the College, including a transition of 
the first remove and a ■ modulation 
using the tones la se. 

•4. — Ear Exerciser in Melody and 
Harmony.— (a) Write in correct time, 
upon hearing it sung to any one 


syllable, or played on an instrument, 
the air of a double chant (or any air of 
four short phrases) sent from the 
College, containing at least, one cadence 
in the Minor Mode, or a transition, of 
one remove, the reciting tone being 
reckoned as two pulses. The Examiner j 
, may sing or - play the-' test, three . times, | 

: but must not tell the candidate either j 
the key-tone or the first note, (b) J-n 
I the same manner copy by ear in correct 
I time the air and bass (the four pints 
being heard together) of a piece, not 
longer than a single chant, sent fiom 
the College, and containing no drnciea 
pulses, and no chords but those which 
are explained in “Musical Theory, 
Book Y, to the seventh step, the key- 
tone being given, and the exercise 
sung not more than three times. 
If a quartet of voices cannot be ob- 
tained, an instrument or . mstrnmeng 
may be used. [A First Stage Pass m 
the College “Harmony Ear Exercise 
Class will be accepted instead of J 
5.— Harmony.— ( a) Analyse a Bsalm 
or Hymn tune or other piece ofa 
similar length, sent from the Coilege, 
containing nothing more difficult than 
has been described in Musical 
Theory,” Book V, to the eighth step ; 
or else mite “on plan” a simple 
exercise, sent from ^be^CollegerCon- 
taining nothing mose difficult than the 
exercises up to the fourth step of 
i “ Commonplaces of Music.” [A Pass 
! in the first Stage of the a tnmcal 
Composition” Course, or the Har- 
mony Analysis” Course, will be ae- 
SptJd instead of 6a.] (D Write the 
Tonic Sol-fa analysis of another tune, 
in the Staff notation, sent from the 
/: College; . . 

6 — Voice Cultivation. — («) Sing 
“ Standard Course ” Exercises 121 ana 
176 with good quality and without 
breathiness, at any rate of iyio vein Grrt, 
in one of the keys named (b ) i Sing : to 

. words, in any key suitable to your 
voice, the melody of J ackson s Evening 
; Hvmh, “Additional Exercises,” page 
. 2 with a true piano voice, without 

l flattening, (c) For men: Sing Ex- 
» ercise 104 “ Standard Course in kej^ 
t C with the Thin Register, but with at 
- least moderately good quality and 
volume. For women or children. 
Sing Exercise 164 “ Standard Course 
! in key B, using the Thick Register, 
i with some degree of volume and 
f quality, (d) Bing the example, p. 149, 
i “ Standard Course,” first to the Sombre 
and tnen to the Clear Resonance, lA 
o First Stage Pass in the College \ oice 
. Training 6 Class” will be accepted m- 
e stead of 6a, h, c, d.\ 


7.— Pronunciation.— Sing the Test- 
ing Exercises sent from the College, 
corresponding with “Standard Course 
Exercises Nos, 140 to lo2, and 2/4 

: *°st— Expression.— (a) Sing with ex- 
' pression the Testing Exercises sen* 

: from the College founded on tlm tol- 
i lowing paragraphs: Normal Force, 
Piano Passages, Forte Passages, 

“ Standard Course,” p. 08 ; Ascending 
Passages,:' Descending. Passages, Re- 
peated Tones, Prolonged Single lones, , 
t). 99. Tell the Examiner which para- 
graph or paragraphs are illustrated m 
the test. (6J Also produce a new 
illustration to one taken by lot out 
of the following paragraphs ot the 
“Standard Course,” and furnish the 
Examiner with a copy:-Loud and 
Quick, p. 131 ; Loud and Slow, Soft 
and Slow, p. 13*2. [Honourable Men- 
ColIeW/ Expression ” 
Course will be accepted instead of o.j 
9,— Adaptation and Chanting-.— • 
fa) Select a suitable tune or chant for 
a prose psalm or a hymn, sent from 
the College, the tune being properly 

adapted for congregational use. See 

“Standard Course,” pp. 144» 14o, or 
« Musical Theory,” Book IV . (h Sing, 

' With proper attention to recitation and 

[cadence the two verses from the Psalms 

sent from the College. See Standard 
Course,” pp. 63, 93, 94, or “ Teacher s 
Manual,” pp. 207 to 216. 

Note.— The requirements of le, 
and 5 6 are optional, but if they are 
complied with, the words Passed m 
Staff Notation also ” will be added to 
the Certificate. 

THEORY HONOURS. . 

Those who hold the Theory Honours 
of the Intermediate Certificate can add 
Theory Honours to their Matriculation 
Certificate bypassing an examination 
in Musical Form and L^pression. 
“Musical Theory,” Book HI, and the 
“Standard Course” will supply the 
information. But Honorable Men- 
tion in the Courses on Musical Form 
and Expression will be accepted instead 
of this examination, and these Hon- 
ourable Mentions are easier, more 
thorough, and better for the student, 

V.— THE LICENTIATE’S 
CERTIFICATE. 

For Requirements send Id. stamp io the 
Secretary* 

' YI — THE ADVANCED 

; * CERTIFICATE. 

Branch I.— Vocal Music. 

» Requirements. 

I 1 .— -Time.— S ing to laa , or any other 

syllable, one taken by lot of Nos. IS to 
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42 of “ Advanced Rhythms” first- on 
one tone and then in correct time and 
time;, and at the rate marked "by the 
metronome. Two attempts allowed. 
[The pupil- may Taafcai the exercise in 
place of the first attempt,] 

* 2 . — Sk'iht-S r. >; g i xg. — [a) Bin" to words 
at; first sight a piece of "music in the 
Tonic Sol-fa notation sent from. . the 
College, moving not faster than M. 90, : 
and hot slower than M. .72, and in- 
cluding’ transitions to the second and 
third removes, 1 ait not necessarily 
containing any minute divisions of the 
pulse, (b) Sing to laa at first sight, 
and afterwards to words, a piece in the 
Staff notation sent from the College, 
and equal in difficulty to the sight-test 
in the' Tonic Sol-fa notation for the 
Matriculation Certificate . 
c 3. —Voice 'Cultivation.-— Sing m any 
hey within the average compass of your 
class of voice, Ex. 307, “Standard 
Course,” p. 154, with equality of tone, 
steadiness: of voice, proper observance 
of piano and- forte, ’and taking only one 
breath on each word slcaalaa, at the rate 
of M. 60; and sing with similar obser- 
vances Ex, 302, “ Standard Course,” p 
152, at the rate of M. 120, keeping the 
pitch, [A Second Stage Pass in the 
College “ Voice Cultivation” Glass will 
be accepted instead of 3„] 

4.— Hakmojjy Ear Exercise.— Write 
down from ear in correct time, the air 
{the four parts being heard together) 
of a long, common, or short metre 
tune, sent from the College, marking 
the chords and their positions under 
each pulse. The time must contain 
either modulation to the relative minor, 
or transition of one remove, and one or 
more of the following dissonances, in 
their commonest forms, viz., -B, ’R, 
4 3, ! ? Ty in the Major, ‘or the eorres- 
ponding chords in the Minor, 7sej j } sy, 

4 31, hSA’. If a quartet of voices can- 
not bo conveniently had, instruments 
may be used. The tune should be sung 
to laa or played at the rate of about M, 

Bt» Co. 


j GO. There may be a pause (say of 
j eight pulses j between each line, and 
i the tune may be given three times. [A 
j Second Stage Pass in the College 
j “Harmony Ear Exercise” Class will 
be accepted instead of 4.] 

5. — ■ Harmony. — (a) Analyse the, 
chords in an English Glee, a Modem 
Part-song, or an Oratorio Chorus, like 
those in “ Additional Exercises,” sent 
from the College.' [Honourable Men- 
tion in the College “Harmony Analysis” 
Course will be accepted instead of 5a,] 
(b) Write a similar Analysis, in the 
presence of the Examiner, of a tune 
sent from, the College, (c) Harmonise 
a melody, sent from, the College, con- 
taining nothing more difficult than the 
exercises up to the eighth step of the 
“ Commonplaces of Music.” [Honour- 
able Mention in the Second Stage of 
“Musical Composition” •will be ac- 
cepted instead of 5c.] 

6. — -Chanting.— Write out "afresh 
and mark two verses from the Psalms, 
sent from the College, so as to show 
the Cadences, the Emphasis, and the 
Pauses of the Recitation. The Accents, 
Lengths of Sounds, and Pauses may 
be marked in any way. It will save 
the Examiner’s time if they are marked 
as shown, in “Standard Course,” pp. 
63,94. If any other plan of marking 
is adopted, a key to it must he sent. 
See “ Teacher’s Manual,” pp. 207 to 
216. 

7. — Expression.— Mark for Expres- 
sion and Breathing-places, in the 
presence of the Examiner, a Part-song 
or Glee, sent from the College, like 
those in “Additional Exercises,” neces- 
sarily including some of the points 
described in “Musical Theory ” Book 
IV. [Honourable Mention in the 
College “Expression” Course will be 
accepted instead of 7.] 

8— Musical Form.— ( a) Analyse, in 
the presence of the Examiner, a Part- 
song, Glee, or Chorus, like those in 
“ Additional Exercises,” sent from the 


College, in the manner described m 
“ Musical Theory,” Book III, pp. 23', 
235. [Honourable Mention in ifio 
College, “Musical Form ” Comvc v.i I 
be accepted instead of SaV] (oj Aualy.-o 
any Transitions or Modulations winch 
may bo- required, ns in “ How to Ob- 
serve Harmony,” pp. 57 and .59, 

0.— 8ta.fi? Kotatiqn. — Translate a 
brief passage, sent from the College, 
from the Tonic Sol-fa feta the Staff . 
notation (short score) in the keys of E, 
B, A flat, or D fiat, which shall con- 
tain transition to the second or third 
remove. [Honourable Mention in the 
College “ Staff Notation” Course will 
be accepted instead of 9.] 

Note.— T he requirements 2?) and 9 
are optional, but if complied with, the 
words “Passed in Staff Notation also,” 
will be added to the Certificate. 

vn TO: X— 1 THE ADVANCED 
CERTIFICATE, 

Branch H.— Musical Composition. 

Branch HI.— Solo Singing. 

Branch IV.— Orchestral INSTRU- 
MENTS. ■ 

Branch V.— Pianoforte, Organ, or 
Harmonium. 

For Requirements of Branches H, 
III, IV, of V, and for Requirements oi 
Theory Honours for Advanced Certili- . 
cate send Id. stamp to the Secretary. 

POSTAL CLASSES. 

'■The postal classes include courses in 
Chord Naming, Harmony Analysis, 
Musical Composition, . Counterpoint, 
Musical Form, Musical -Expression, 
Staff Notation, Art of Fingering' for 
the Harmonium, English' Composition. 
For particulars of any of these, courses 
apply to the Secretary of the Tonic 
Sol-fa College, Forest Gate, London, E. 




A VOCABULARY OF MUSICAL 


-Allegro con spxmv : 

quick. With spirit. 

Allegro di Molto plleg'doa- ■ dm mml'toa 
ingly quick. . 

Alio gro velooo . plk# r oa mo 'enm-j , quich 

Allegro vivace {alleg'd 
: AUe.gr iMmpllegdee^ 

Amabile (cmiaa' 

Amoroso pin'oadoa , ma i * 

Atidante g 

Andante Afetttioso (<«™ ■ 

' ' v?ifcli xaacli'patAos. ' ,.., . -.v- 

Andante Cautabile pndmrlti mnttu'ilmj, slow and 

in a singing-style. - „ , , 

Andante con Mato ( mulmriai hom m'toa), alow ana 
■ A ,^th emotion, -■■■'■■do-vy: : p t ^ ^ 

Andante • grasisoso pmUn'Uv gr m'Utoa soa ), *lu j 
and gracefully. 

'Andante Maestoso. .pnddnHd mM'&loirsoa,, ^ low 
and with majesty. , , w 

Andante non troppo (andm'im non ir.op'pmt), Jo a 
' but not in excess. ■ , , . 

Andantiuo pk''tiantenK>a), t httle Blower than 
A /tdanle , — moving gently. . 

Animate pn'imm’loa ), with ammaao m * 

Anisia eon (loan m-imaa), -with soul, witli 
A plomb («« ploan'), French, » inchoating liuntli 
| nasality,— in a decisive, Art a, 'steady immua. ^ ■ 

i ftwaaaoijmato ( amja&'siocmtM'ioii) , wim loivr.t, nu- 


Abbandoao, con (hmi 
donment. 

Ac'p$er asiSo" m v y w - oy 

'qjudck'lyw.'lo"" 1 v >1' 1 %g(* i g :y ; . ... 

Acciaccatura • 11 ’ Bb6rt: ; .app< 

giatur.;u ., 

Adagio' pttmiioit), very slow and.^ressivo. • 
Adagio Assai or Molto 

,, extremely," slow 1 AndbkimeSSivAv AM A 

tAdagiO' 'Caatabile e Sostenuto 
' ' ' , sosimoo • .£<30/ , ' si ow, sustained, inn 'sin^it 
A&agissitno ptMiyi&titiiotf), slower thnn adagio.^ 
Mi libitum pd Ub'Umi Latin, at will or discfyfo 
Affottuoao ptfet'ioo-oa'soa), with tenderness i 
JjablxOS.'_';V ■ " t : . 

£ Alpmoh© j' con [pom affiee' l $mt'nm) y -v& amanner 
. Ipressive. of sguief; . . ... • - 

Agilita, con , ( 7 :oaii ■ ajeediimv) , with lightness 
'agility. . t . . . , 

MJ > • 

'Alla, Breve pP.m. w^ra), a quick species oi c 
' mon time used in Church music. . , ^ • ■ 

Alla Cappella pHaa Jcapd'liui),m the Church s. 
AH a strsita (id-lm st/ait-tm), increasing the t 
Al’.cxjanOb { ,d-I.Mr' r/awihit), with free, broad si 
AV ...’/<■• ■ - ” -| - r ’° 1 

' A / 0 , , ' r ■ ,': ' ' 

Allegro (rdlcg'/oc^quidz, lively. Sometimes n 
lied by the addition of other words, as iotio^ 
Allegro Assai {alleg'd oa tMaa't),vovy quick. 
Allegro eon moto {alleg'd on Jmrt mo'iod)^ w 
quick lively movement* 


to 


•0* 


'oa ymMfi'chttt), witti > ^ alhs . 
•simoa ) superlative of Allegro, 
'bllad'h amiably. 

* ' : " fjylovinglyjienderly.; ■ , 

easily and rather slowly 

'midemrtai slow,' 


; V:: . , - ,V V / 
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Ar&itO (aaddertoa), with ardour, 

A tempo \aa tempo a), after a change in speed, to 
return to the original rate of movement. 

, , A tempo . giusto' (aa tenrpoa joos-toa } y in ’ strict and 
.'■■...'/'.'■.■■equal time, ::; v 

A tempo ordinaria (aa teni'poa od dinaa'd iod ), in an 
v ■■ ordinary:. rate .of time. 

Audace (pudm'chai), better (aaoo-daa'chai), hold, 
fearless, imp uden t. 

Al, Air, Alla, Alle, Alio, Ai (al, all , al'laa , al'lai, 
al’Ua , act'i), to the, or, in the style of. 

Basso Primo (bas'soa pree' mod), First Bass. 

Basso Secon&o (bas'soa saihomrdoa), Second Bass. 
Bene Placito (betpai placrchitoa), at will. 

Ben Marc at o (ben maad haa-'toa ), in. a clear, distinct, 
strongly marked manner. 

Bis (bee's), or (bis) as Latin; twice. A passage in- 
dicated hy a stroke to he performed twice. 
Bravura (hr moo *d an ) , with vigour, with boldness. 
Brioso (bree-oa'soa) with spirit. 

Brillante (Id i Han't ai ) , in a showy, sparkling style. 
Burlesco {boor' lai' shod), with comic humour. 
Cacophony (hahof'uni), English. A discordant 
combination of sounds. 

Cadence (hardens), English. A close in melody or 
harmony. Also an ornamental passage at the 
end of a piece of music. 

Cadenza (haderrtsaa), Italian. An ornamental 
series of notes at the close of a piece of music. 
Calando (halarrdoa), becoming softer and slower 
by degrees. 

Cantabile (hantab-ilai), in a smooth, melodious, 
graceful, .singing style. 

Canticle ( AcmvtiM ), English, cantico, pi. cantici 
(Imrtihoa, lean* lichee), Italian. Devotional song. 
Canto (hair tod), the highest part in a piece of vocal 
music. 

Cantor (han't and), Latin, cantore (kantoa'd ai) 
Italian. A singer. 

Cantoris (hantaor'dis), Latin. A term used in 
Cathedral music, to distinguish the singers on 
the left side, where the Cantor or Precentor sits. 
%nzonet (lmnzoanet), English, canzonetto (hair- 
UoanaU'lcd), Italian. A short song. 

' Capriceio (hapd eel'clma), in a fanciful style. 


Celerita (eheleditaa), with celerity,, quick. 
Cavatina (hav'atec'mui ) , an air of one movement only 
sometimes preceded by recitative, of a dramatic 
character, and generally employed in Opera. 

| Chorus (haordus), Latin, coro (ho'doa), Italian, 

■ A band or' company of singers, ■ . 

CMaioscuro (hpaa'doshoo'doa), light and shade in 
piano and forte. 

Cornodo (ho'modoa), with composure, quietly. 

Con (hoan), with. 

Con moto (hoan mo* tod), with motion, or a spirited 
movement. 

Con Spirito (hoan spee'ditoa) with quickness and 
spirit. 

Coi, Col, Coir, Colla, Collo, (hw% hoal, hoaU,hoal‘ha, 
hoahloa) , with the . 

Corale (hodaa'lai), the plain chant. 

Crescendo (hdemherrdod), becoming louder. Some- 
times expressed thus <c 

Da Capo, or D.C, (daa haa’poa ). from the beginning. 
Da (daa), from, dal (daal), from the. 

Decani (dedhavnei), Latin. A term used in Cathe- 
dral music, to distinguish those singers who are 
placed on the right side of the building, (entering 
the choir from the nave), where the Dean sits. 
Becreseendo (darhd aisheirdoa), gradually decreas- 
ing’ in power of tone. 

BelF, Della, Dello, (daitt, daiHaa , daihloa) of the. 
Detach© (claitaashai) French, make each syllable 
short and accent equally. French term for 
staccato. 

Deliberato (dailee'bed aa'toa) adj., deliberatamente 
(dailee'bed aa'tamain'tai) , adv., deliberately. 

Bemi (dem'i), English, (du-mee), after a consonant, 
(d-mee) after a vowel, French. A half. 

Biluendo (dee'loo-en'dod), a washing away, a dis- 
solving, Passages so marked to diminish in 
force, until they vanish into silence. 

Diminuendo (deemee'noo-errdoa), diminishing the 
force. 

Bi Molto (dee moal'toa), mmA\ or very. 

Bolee (doal'cliai), in soft and sweet style, 

{ Dolorosa (do'loadoa'saa), 

Dolente (dolen'tni), with an expression of pain, 
— dolorously. 
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Buett f *«-^-).Englisli, Baetto (< ioa-aiftoa ), Italian. 

A composition for two performers. 

32. Ed, (as, «w)> an< *’ . , , 

Sco Eeeo, {//”<?«, eh'koa) Italian,, echo ( ek'oa , 
English. A repetition or imitation of a previous 
passage, with some modification of tone. 

Elegante ( el'cdgaivlai ), with elegance* 

Energico {encr'jikoa), con energia (&*» wer'jeraa) 
energicamente {on er' 'j ikaavnciin * ta i) , with energy. 
Eaharmonic ( en-haar'mon'ik ), English, enarmonico 
(en-aar’mon'ikoa), Italian, proceeding hy quarter 

tones. . ,, 

Espressivo (es'pr’essee’voa), or con espressione 
with expression. 

Extempore {ehs-tempuri), Latin, unpremeditated. 
Eacilmente (. fach'ilmmn'tai ), easily, with facility. 
Eermato ^ fcl1 firmnessand decision. 

Eine ( fe&'nai ), the end. 

Forte {for' -ten), loud. 

fortissimo {for' tees' simoa), very loud. 

Eorzando (/or’to^«) } forzato (. forHsacviod ), with 
peculiar emphasis or force, 
forza ( for ’ * to), force, vehemence. 

Fug at o {foogaa-toa) in the fugue style. 

Eurioso {foo‘r'ioa*soa), with rage, furiously. 

0aj amenta {gaa'yaamain'tai), Italian, (xaiement 
{gemon'), French, j i* nasal, Gai, Gaio, Gajo, with 
gaity. 

Giocoso {jokocvsoa), humorously, with sportiveness. 
Giustamente {joo* staamain'tai), justly, with pre- 
cision. 

Giusto ( joo'stoa ), in just and exact time. 

Glissando {gleesscuvdoa), in a gliding manner. 
Grande {graivdai), great. 

Grandiose (grarvelmvsoa), in grand and elevated 

style. ^ < , r , , 

Gravamente {yd a cvvcimciln' iai), with gravity, digni- 
fied, and solemn. 

Grave {cjr'acvvai), a very slow and solemn move- 
ment. 

Grazia, con {/scan gr'acvlsiaa), gr aziosamente, 

{gr\urtMoa-snainam-tai), grazioso (gr'mHsioa-soit), 
in a flowing, graceful style. 

Gusto {(joo'tifort) , gustoso (gooslotrsoa), con gusto, 
(Jioan fjoo'&toa), with taste, elegantly. 


II, {eel), the, as it violino the violin. 

Impeto ( im'-peton ), con impetuosity, {l:oan impute 
oo-oci'silm'), impetuoso (impei'oo^Qcvsoa), adj., 
impetuosamente {impcl'oo-ocvsa main ‘la ) , adv, , 
with impetuosity . 

Imponente ( imyonen'tai ), with haughtiness^/ 
Impromptu (impd onrteu), Latin, an extempo- 
raneous production. 

Improvvisamente (i imyr'ovvee'samcwvim extempo- 
raneously. ' 

Innocentemente {in'noachen’ taimain • tai) , innocente ■ 
{in'machen'iai), con innocenza, {loan m‘noachen\ 
tsaa), in artless simple style. , 

La (laaj, the, as la voce (lad vo’chai), the voice. 
Lagrimoso (lag*r' imod’soaj, in a mournful dolorous 
style. 

LamentaMle (laa'rnentab’ilaij , lamentoso (laa'men* 
toa'soaj, plaintively, mournfully. 

Languente (lan-gioerviai) , languido ( larvgwidoaj , 
with languor. 

Largamenta (laar' gamainHai) , very slowly. 

Lar ghetto flaar' gait ' toaj , a slow andmeasured time ; 

hut less slow than Largo . 

Larghissimo flaar' gees ' simoa) , extremely slow. 

Largo (laad'goa), a very slow and solemn degree of 
movement. 

Le (lai), the, as l&voci (lai vouchee), fem.pl. the voices. 
Legatissimo {lav gatees' simoa) , very smoothly con- 
nected. [gliding maimer. 

Legato {Uigacvtoa), hound or tied, in a smooth 
Leggiero {ledger' ■«*), with lightness. 

| Leggierissimo ( led'j ier'ees 'simoa) , with the utmost 
lightness and facility. 

Lentando ( Uniaaivdoa ), with increased slowness. 
Lento {len'tod), in slow time. 

Ma (mad) hut ; as allegro ma non troppo {alleg'd oa 
maa non tr'op'poa ), quick, hut not too much so. 
Maesta, con, {koaa ima-aistaa'), maestoso {nmvais- 
iotvsoa), with majesty and grandeur. 

Maroato {maar'kaivtoci), in a marked and emphatic 
style. 

Meno ( maivnoa ), less, as menc, Me, loss loud. 

Mesto {mes'toa), mestoso (jmeslocvsoa), mournfully, 
sadly, pathetically* 




HUBI 0 AL: :3 


• - • . - 1 // ‘ d • > • ) o* - v. i ‘ 4 , ~ 

iiia gentle, flute-Iilfe- ydxGCi •• 

IXuszo itiwl’tkoa observe -not mddson), half, aa 
: >mpm ~p i&ia, ' rather ; loud.: 
r.l:\’aso , - ‘i ldua' f oa), adj., mods: fcamenfce 
Jmd'rildua’tmmam'tm ), ' con moderasnoae,' -(Jcom • 
mod'alr\ia'tmo'mi), with- a moderate'. '.degree , of - : 


atissxmo {■moth 


simoa), in very m 


Molto {moal'toa), very, extremely ; as moHo allegro, 
very quick, 

. ■Holta / voce, Qvsx..(kmn'- moaHaffweliai ).^^ /fuG 

• voice.' ' 

Morendo (mor'en'cloa), gradually subsiding, dying 

away. 

Sloto, or con moto ( modo a, Jcoan mo'toa , almost 
man' tod), with agitation. 

Kobib (nolrilai), nobilmeate {noh'ihmin'tai), with 
nobleness, grandeur. 

Kon \nnn\ an a. d verb of negation, generally associ- 
ated with t’oppo as, — 

JS’on troppo allegro {non Idop'poa alleg'd oa\ non 
troppo presto {non tdop'poa pdes'toa), not too 
quick. 

h r on mol to {non moal'tm), not very much ; as non 
molto allegro , not very quick. 

idea taato {non tcuvloa), not too much ; as allegro 
non tan to, not too quick. 

filuovo, di {dec mvo'voa), newly, again. 

0 yg neaily au,, or; as jlanlo o viol mo {Jlaa'ouloa 
O I'lO'ofa'Hoa, nearly flout- toa ait r.}/ flute or 
violin. 

D obligato {ob'bhrjm'loa), a part to be performed by 
some particular instrument in conjunction with 
the principal part, and indispensable to the bar- 
in* my and pr< .per cite t. 

Obbligati iphdhgaa'tee), pi., two or more indispons- 
ablo parts to be performed by different instru- 
ments in conjunction with, the principal part. 

Oppure (appoQ’r'cfi), or else. 

Ordmaiio {od dinaaer ioa), usual; as a tempo, cram 
nario, in the usual time. 

Iliil C P^ %T l(*M*dod) f in $, speaking manner. 1 


Pass! onatanieme [pa s'& loan whin alrlm'), ■> * :;dn into 
■ . , '(pas‘swnaa;tm}f m,an 
'■.Pianissimo {pgaat0edsmo(i) f tpz 
. t'Han.0 

•r Piano piano, or piiip%noX^rt’j': t ji? pgamnua, ' • 
/' ■pgaynof),: more, -soft or very .soft,. - * ‘ ” 

almost like the English pc to) an- adverb 
qf'. -augmentation, as pH forte louder, pi it 'lento : 
slower. 

Piacsre-.-al; Jd pymelm'd ai) r at pleasure in regard to 
. . time. , ^ 

Pin mosso {pyeit nr 1 ) re, or/), with more motion. 

;Hu tosto (jnjea iorioa), or piuttesto {pgr altos- toe), 
rather; meaning “in preference,” as allegretto 
o piuttosto allegro Jd'leyd ait'toa o pyeuUoe'ioa 
alleg’d oa), rather quickly, or in preference; 
quickly. 

Pl&eiclo (plaa'chidoa) , calm, quiet, 

Pcco ( po'koci, almost putt* Icon), a little. 

Poeo meno Jpo-hoa. mat- non), somewhat less. 

Pocopih mosso {po'hoapym nmsoa), a little faster. 
Poeo ' a- Poco {price* aa po-fouf ' 

pau'hoa) by degrees, gradually. 

I ; fp&digg. dyigf ). ; , . dweltfi; off, &tiff 

y ffb .; ,, . . , ; . ■ . 

Poi (po-ee almost jW), then ; ailugio, poi ullepeo, 
slow, then quick. 

Pomp as o { poampou'cod), in a grand and pompous 
manner. 

Portamento (po/ Lmendoa), sudtaiaing the voice, 
gliding from nolo to note. 

( pdeehee 'pUaa • t on ) , cm precipitation q (Jcoan 
pr\-e/im-piu mV- viff), prcuipitoso (yec/as-- 
■pdi , *, of, in a hurried manner. 

,V ;i’ ; ■■ ■. 

Prescessa {pr'eslait'Um), with haste and vivacity, 
Prestissimo { pr'es tees’ simoa), exceeding ly quiff;., 
qnieker than peetto, 

Presto {prvsdof}, very, quickly. 

Prime {pr eemtoa), first; an pi'iui 0 tempo, i el urn to 
the original time. 

quasi Jcooaaer.ee, nearly Icwcurrce) , in the maimer 

or style of; as if; almost; as guasi allegretto, 
like an allegretto, 


tiO tempo, let urn to 


MXJSICAli TEEMS. 


I Quiet© {km'c-H'C't}, nearly (few tcc-rt'fnt), usual form 
i/ — d- y ^v» . ' m - u 1 r ' <. . 

rago., •.•furiously.. . j lyyy'yiy/ 
g .3 }/ 1 './•,/ , .. *. 9 i^ddodssiito [/a f - 
1 /■■}, with , 1 : a ■ 

. 5 ’ 5 m r a j! »i m 

slowly, gcueudly with & oreds# 01 force. > j 
X*a*!!'iilaBioiito rapmka 

;': IjcMh' rapid© raphEy..; 

y rapidity. y _ ■■ . 

JV rtoHondo restraining 01* heading . . 

back the time. . , v .y ■ ly .'V 

Bavvlvaiid© » reviving, re -am * 

.n ' accelerating, i as- : ■ U i€}nf o^ ; 

yy y-biyihatln^ yy y/. 

i ' Eeoifaudo {^^itmvdmy^d amatory, ia tlie 'Style, 
of r it itsoa. y 

, recitation. 

yt >■ > roligioso , .; 

. ; :d ";-y 1$$$^ h solemn style. 

y;k ,; witlr. addi- : 

tional tone and emphasis. 

; Bisolutaii.ent0' 

' : ' { s^k<pf ^ 9 risolimoxie cok (fcmi , : - 

in a bold decided ‘stylo. 

a v Sisjolutissimo ; 'Q J e&sm‘bQ^ss*MfM(^ with extreme . ■ 
; resolution., , 

Bif^ ritar dato : (r*?pimr-« 

o'; 1 . ' (Im*tm ) y a,' gradual" • delaying ; . 'of" 'the ; pace,., wxtli 
e'y of tone. 
Eitenondo (J^.eHm0rSoa^ r holding back in the 
time,— slaeh'onirig. 

Eitenente (r’wHemftm), ntenuto {r % ee'tmco‘to<i) 9 . 
; ; slackening- the time. The effect differs from . 
Eitardando, by being done at once, while the 
•• other is effected by degrees. 

, Scherzando, sellers ante, scherzo, seherzevolmeute, ' 
- ■ : y y k ■ y t v -s^ibtesiraio 

tsa-n'ta /, slier ' ■ isoti, sker tsci 1 '-vox hitaiu 't&i , sk&f t 80 (V- 
sammn'iaif sker' t$o<L'soa ) 9 in a light, playful, and 

spo dive niaiuu r. , •••'; Cyt.y,.,. 

; : . gega© (mi'iiyo ® ), assign ; '.as dal segno,' repeat: froth- 
id v sign. 


Segue, seguifo (s$fwai 9 now follows 

* • ’ . . dec 

the .chorus following. Sometirneshfean^' m. ihxilar 
, 1 1 . II . . ;w h« ' bed ;i : ■ ' '!-*! - h t J be 

y : J v t , .1 f!o ih'.f; '.di’nh yc .! ■' r . 
; sSmplie 0 ,';hemp|ife©m©nte, '".semplicita, , -conyf^yn*- 
'pUecMii ko-m 

ehlliM'), vdt h m 1 h. 'd , m!! dy, 

Sempra {seid'pr 9 &P ^ aUvays; as sempre staccato 
{wa'prai Uakhhc ton), always sthesato^ or do- 
; tacliedl i- y.;. " y : y : - v b: ; : ; l ; : ; 

Sarioso (ser' 'towsoa), in a grave and sotious style. 
Senza {smn^sxx}, without. ; ■ . - 

Sieiliana {mehee'lk&mtt)) a movement of si \ywp 
;'• -soothing,, pastoral' character, in six-pulse 'time,: ' 

;: reSSlhtd^ 

Sicily. 

■■ " imply .t^t.a/Eartiehlar noteis'to be:p,erfonHqd ; ' 
with iruiphahs and force. 

Sineopata to connect; aa unaepeutyd ; 

■' d-ndte ^witii^the gecenfedeons ’which: &i|§v 5 , v y;;y.y',: ; .y 
Slegato "separately or 'dl^t:yMecledly. ■ 

' Slentaado ' % g^dml dixt‘ikpxl|oh m P 

.ytlie/fimd -or. speed 0! fhernoyfunyiit,' ,y^ ^ \ ..e : ".eye 
;■ CCl d : 

the sound. ., . 

' Smorzando (sm&f imvlw), smorzato 
' diminishing the sound, dying awayby.clegi‘e^''''y 
goav© ; imem'Mty in- soft, ; sweet,; 
■oy .rdelicate style. 

: e : » svyith 
i;/;;y'.hess,;;V' ; ;yy y ; ' . r:; :yy O y | : , :i 

j ■ 'Solennemente :soleimiiy« ::pr 

j Solennita con Jkmi.socikn , tiitaa,') ) with solemtiity. ■ 
Soli. (sQ&ke), ;ph, impHeadhat two. or metro ; different 
y; '. ■■principal' parts. ;|day or .sing together i,e-r. ' 

} woke oriohhinstrameiit of each part only.;.: 

Solo (s 6 a't 6 (i% sing-, a passage for a single voice or 
instrument, with or without acuompaulmaits. d 
Souorammento (ms ob ‘aMti'H'i a h , coaorisa sou V'Wtot 
..■ ..sonorously..; /with a full vibratir.g 

kind of tone. 

Sostoxiuto (pioas'ltiiwo’ioa) ,so 3 tei 2 .eu(lo {&Qa&‘ ttnc/vdm} } 
"Vd ymth;tohes ; su 3 tamed,;to their full length, . 




Sotto (soat'Ua), under; as sotto voce (mat* too, 
ro'ehii), in. a so it subdued manner in an under 

"■'■"■.'■'/■.'."■tone* .. 

Spirito eon (koan spee'filoa), spiritosamente 
{spec 'f Hoa'smmdn 'ta i) , spiritoso (spec' f (tori' soa), 
with spirit, .animation. 

Staccatissimo- (stak'kaiees’imoci), - very - detached. 

Staccato (stakkaa'toa), distinct, short, detached. 
The tones separated from each other by short 
rests. 

Stentando {stain- tan' dm), with difficulty or distress, 

Strepito con, Strepitoso (koan stfcp'itoa, str'ep'- 
(toa'soa), in an impetuous boisterous style ; noisy 

- manner. 

Suave, suavemente, suavita (soo-aa'vai, 

soo -act 'M-imain'ttii, koan soo-aivvitaa'), tho usual 
form is soaps, with sweetness and delicacy of 
expression. 

Suhitamente, subito (soobee'tamawtai, soo'bltoa), 
quickly, as volti subito, turn over quickly. 

Taee (taa'chai), Tacet (i tai'set ), Latin. Silent. 

Tacia si {see iatv ehiad), let it be silent. 

Tanto (tan-toa), so much, as non tanto {non tan'toa) 
not so much. 

Tardo (tardoa), slowly, in a dragging manner. 

Taste solo (tas'toa soarlod ), indicates that certain 
bass notes are not to be accompanied by chords. 

Tempo A, or In (aa, in tempoa ), in time, an 
expression used after some change in the time, 
to indicate a return to the original degree of 
movement. 

Tempo a piacere {tenvpoa aa pyaachavf ai), the 
time at pleasure. 

Tempo Commodo (tempoa konvodoa), at a convenient 
and moderate speed. 

Tempo frettoloso (tempoa Jfaiktoaloa'soa ) , v acceler- 
ated time. 

Tempo guisio {tempoa joos'toa), in exactor strict 
time. 

Tempo ordinario {tempoa of 'cUnaa'fioa), at an 
ordinary and moderate rate. 

Tempo, perduto {tempoa pefdoo-toa), a gradual 
decrease of time. 

Tempo primo {tempoa pfee'-moa), return to the 
original time. 


Tenuto (temo'toa), held on, the tones sustained ihr 
their full time. „ ** 7 . | 

Timoroso (tee'moaf oa'soa), with timidity^ r * iV b’ . 

Tosto (tas'toa), swift, soon. j 

Tranquillo (tf ankoovckloa), nearly (tfankafkim), 
tranquillamente (tf an kooeek lam a uv tai) , trail- 
quiilita eon (koan if ankooeeHitaiv), with traip^ 
quillity. 

Tremando (if emmvdoa) , tremolando (tf envoalmvdoo), 
tremolato (tf envoalarv ton) , tremolo (if env onion), 
a tremolous effect produced by rapid reiteration 
of a sound. 

Troppo (tfoppoa), too much; generally preceded 
by the negative non: as, adagio non troppo 
1 (adaa'jioa non tfoppoa), not too slow. 

Tutta, tutte, tutti, tutto (tooktaa,-ai,-ee,-Qa), all ; 
as, con tutta forza (koan toot'taa fof'tsaa), with 
all possible force. Tutti (took tec), the entrance 
of all the instruments after a solo. 

Tutta forza con (koan toot'taa fof'tsaa),- with the 
utmost vehemence ; as loud, as possible. 

Un, uno, una (oon, oo'noa, oo'naa ), a, as un poco 
(oon po'koa), a little. 

Un poco ritenuto (oon po'koa rec'tenoo'toa ), gradually 

. slowisr. 

(vaa), goes on; as,- va crescendo (vaa kfav - 
sUrvdoa), continues to increase in loudness. 

Yeloce, or con velocity (velo'chai, koan veto' chit aa'), 
in a rapid time. Sometimes signifying as rapid 
as possible. 

Yelocissimo {vavloachees'sUnoa), with extreme rapid- 
ity. 

Vigoroso (vee' goaf oa'soa), vigorosamente (vee*~ 
goaf oa' samairvtai), boldly, vigorously. 

Yivace, vivacemente (veevaa'chai, * veevacvchai- 
main'tai), quick and lively. 

Yivamente, vivacita c on {vce'wmmam'tai, . koan 
veevaa'chitaa *) with briskness and animation; 

Yivacissimo (vee ' vaach ees * s imoci) , with extreme 

vivacity. 

Yoce (voa'chai), the voice. 

Yolti subito (vol'tee soo'bltoa), turn over quickly. 

Yolante (voicin' tai), in a light and rapid manner. 


ELEMENTARY RHYTHMS, 

;«ot ppis gvcpiutjj for tfrc €ttmcut;u'i| anb junior Ccrfifetc;;, 

X.-iTE.— These Rhvthms (the music only, without words) are /published m large size type, P’.ise Id.; 
;Sm iE Stall Notation, price lid. ; also on Charts, .large size, pries 2s. • 

1. key F. 31. 100. TAA-TAI. }}i:tj!e Call, •* Fall in.” 

)jsi.d;d |s|.d:d js ,n:s ,n Jd.d;d jss.drd js 4 .d :d Js .n ;s .n jd ,d :d 


2. key- F. M. 100. c " u ’ “ c “» , 

:n jd ;si .« id .d :si .n jd :si .n |d ,d :sj .n id in *|j 


^3. key a. to. m 


Mifjle-MtH, “ Fatigue/ * 


d m .si |d jn.sild.si :n.0i|d.S|jn.Siid . :n.s,|d ^n .sjd .Sjin .s ( [d 


S : “ | a 1 

KEY F. M. 100. 

ij s ,n :d ,S| jd .'n :S| j s .n :d .s t [d 


“Guard.’ 

s .md .gild . n:Si Is .n:d .si!d 


5, ■ KEY; A. M. 100. 

: |:si {d.did.Siid.d :d.8.|d.8i:d.si id d :d |si [sj 


Bvgk ■ Call , w Advau.ee . r ’ 

Is, 1- 


g # ■ KEY A. 41. HI. 


s: n 
} 


!d 


IhiyUCall “Extend.” 

In.ain.dTs, In id InArn .fjifi . 


7 ..KEY E. M/100, 

!i s :4 'V"' , I' 

s id :d .r :n .f I s :s :1 


Bwj7*fs In kippier 'hours.” 

:1 Is ;f .n :f .s In :d ■ :d ) 


:f .n :f .s |n 


TONIC SOL-FA AGENCY, C WARWICK LANE, E.C. Price One Hyupenny. 
mere may also be had “ Intermediate Rhythms ” (id.), and “Advanced Rhythms (Id.). 

ion M 
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* A * ‘ \ 



£ men tary Jlhymm, 


AATAI. 


(The pupils to take each part alternately.) 

f :r .n |d :s I s ,f ; n .f |s :d r 


Tafate: 


drive 


Bugle Call, 


Hay 'up, or litter down. 



17 ! 


23, KIA y, ;\v. uw tnhilAI. i .. ' • ; •• T)jf- it . .*’ 

|:s, .si jd ;s f .o id ,8i.n is .s ,s is .s, jd ,s ; .n :d ,s ; .n id 


14. KEY 0. 31. It’*-'. 


TAA-cfe. 


Jim Cali, “ Salute for (lie Ourt.” 


SI 


cl :d .4 Is, :s ( „s.| cl :d „d|d. ,s Id .din .d In .s in .d Is, :si.,Si|»i : 


n :s :s 


15. KEY 0. 31. 100. 

5 :s .,s jd 1 :s .,s :s 

( :s Id 1 is ,s :s .,s jn :s tw 


■Style Call, “ Officers.” 

d 1 is .,s is .,s Js | 

|d :d.d:d.,d|d 

Miigfa.'CfaU, H Orders*’* A, , 

j:si.,sijd in ;sj,,s.J d jn :si.,sijd :s,.,s,|n :s|.,sijd in i . j 

is. Id-., siin S|!d .,si:n.,sijd.,si:n „siid in Js 


16. key f. 3i. 100. 


i— in ,d | S| .cl in 


17. KEY C. 31'. 100. 
d in .,f |s .s 1 1 it 


SI 


Id 1 


d 1 is jf .n :r .dlf in |r : 


18. KEY F. 31.100. 

( :si Id id ,,d jd .n is .mid id .,d |d 


iS|.,d In id., in [Is :n„cl,s. :si ..SiUi i 


| is, jd id .,d id .n is .n d id ,,d ;d iS|.,djn ;d.,n ; s .s, jd .d .,d id |j 


19 . KEY F. M. 100. 

s 1- .,n id .si jd 


SI 


d ;« 


-AA-efe. 


JBugh Ckdty u Assembly. 


8 


I- „S| id .Ss jd .,S| id ,S| sd .,s, id .s, ; 

|- ,,n id .Si Jd 






Elementary Rhythms. 


20. 

KEY 3? 

\ & 

l. 100. 






1 :d 

I ti.,d :r 

:s s 


* — 

, 

fe Is 

- :c 

( 

1 



| S 



1 


21. 

KEY 0. 

M 

. 100. 






S :a 

J n 

.,n 

:n 

:r 


i a 

.A :d 

:r 


j n 

•»n 

:n 



| s 

»)S 1 s 

id' 

22. 

KEY F. 

M. 

, 100. 






II s 

! " 

.PI 

:£ .1 

I s 

„P1 

:d 

.d :d 

i i 

23- : 

KEY F. 

Iff. 

72. 






S:s 

In 


:r ,,pi 

:d 

.S| 

Id 

J 

:r 

( 

1 





1 



U 

jn 


:r ,,n 

:d 

.Si 

I 1 ' 


:t, 

24, key f. 

M. 

72. 






! :d 

i 

n 



.,s 

l S 

,,pi in 


S .d ,a 

In 


: :f 

» } 

S j 

s 

:n 

4 

( 

1 




I 




25, key c. 

M. 

60. 






Us ,f 


IS 

.1 | 

s 

,n ! 


id' 

ir' 


Hymn-lime , “ Sercnitr. 


Hymn-tune , “ Arlington.’' 


n n :r 


Barnett , “Hark! sweet ecko.” 
f .n Jr .s, :s, 


Matzinghi, “ Tom Starboard.” 

.,n :l,s.f,njr : ) 


ti I d -r :n .s,f:n .r Id 


“ Home, sweet home.’ 

f -»h :f .r In 


.r Id 


• ( ) 


s ,f .rt ,f :s .1 is .n 1 id 1 


r 1 ..d 1 : t ,1 . s ,f j n 
t .d',t :1 .t ,1 f s 


J. JR. Thomas , “Picnic.” 


26# key F. M. 100. Hymn-tune , “Prestwick.* 

C:s.fjn :r,njf :n In :r :d |d :t, :t, Id :-r:n [arid :t, Id | • 


INTERMEDIATE RHYTHMS, 

FOR PUPILS PREPARING EOR THE INTERMEDIATE CERTIFICATE. 

«•„. the Time Exuucisb op tiie Intermediate Cbrwpicam (Requirement 2),— Sing on one tone 
1 laa. or nnv other svlktble, in perfectly correct time, any two of these Khythms taken by lot. lwo 
(tempts allowed. The pupil may Taatai each Exercise in place of the nnt attempt. 


l upv C. nr. ioo. taataitee. „ ,, ,, 

| jd ,d ,d :n fl .n is.s.s :d» jd ,d ,d :n «n ,njs .s :d' |d ,d ,d :n jn j\ is ,s ,s :d> 

2. key a. nr. 100, twice. taa-ai-ee. saa-ai. , B ”0 !l ' “ Qu f k T im0 ;” 

j:g, |d in Id :n jd :d id :s, jd in :d in jd 1 i 

j in js in :d is :n :d js } :d E d .n jsi A 14. * * n 
j j s :n :d js in :d js t :d jd :n jd 1- *- 

. . r ,AA JBishnp, “The land of my birth.” 

, : d “id . |. :d .djdU :1 .1 11 :d 4 |*J. .. U >1 

{When the I pfl - grim re- turns from a 'far dis -tant shrine To the 5 home that he loves, As I 

/ s s ,£ id ,tj : lj * Sj Isj.pi ir .d id '• ti • li jsj is .?! j s ,f m t f t r jd , 1 

( ! dearly lore mine, Then with) rapture he’ll cry, “ ’ Tis the land, ’tis the land of my hirth. 


Bugle Call. il Charge.” 


3. 

KEY 

F. 

M. 100, twice. . 

5 in 

is 

in 

:d is :n 


1 



H' 

m 

:d 

Is :n : 

4. 

KEY 

F. 

M. 100. 


Bishop, “The land of my hirth.” : 

,d i d .n :s .s is :1 .s j 

he I home that he loves, As I } 

is .f :n,£,r Id : i !• 


key D. M. 300. 

in .f js 
I me dis- » course. 


Bishop, 11 Bid me discourse.’’ 

js_nl :f_£ in 

will en - ‘ chant thine ear, 


n |n,r ,d:f j’i.rjs : — 11 •— j n ^ ' r .d : r ,n id : 

Or Hte~ a I fair - y I trip up- on the 'green. 

Tonic Sol-fa Agency, 8, Warwick Lane, E.C. Priee One Halfpenny. Where may also he had 
< Elementary Ehythms ” (|d.) and “ Advanced Rhythms (Id.), 

[Intermediate Rhythms.’] 



6. kby C. ' M. 100. 
n ' .r (d :d 
Songs and cheer - ful 

1 t se<l ;d ! J t f ] d : 

voi - ces. 


.f In 

ces. 


MmiUfer, “Now the moonbeam’s lustre.” 

♦ js ' ? *5^!s .,fe;s ) 

• Songs and cheer ful ~~ 5 


I ^ «>S6fl ,jS6 } I .d 1 ,* t ,1 S 

Ech - o here shall call. 


7. key C. M. 72, twice. 
Is |- Sr 

1 Kind 


taa-efetee. SwiT* Stevenson, “ Fisherman’s Glee.” 

•S Is :t Id* n‘ |s :s ) 


tnre’s boon 


with ' joy we re - ceire 


Us :-.fe:s |d< In' :-.re':n' id' :s Is :-.fe:s |d> t :d' 

ri - ly, mer - ri-ly, Uer- ri . ly 0! Sing Lor - ri - ly, mer - ri- ly, 

jin' :-.re':n‘ |d' :d'.d'[r' :r ' |t :t jcV : : | . . 

i I. mer - ri - ly 0! With a ' mer - ry pull we {row. 


3. key C. M. 72 , twice. 

j Is I s ;f | 

f A « I las ! 


taa-aitee taataisee 
:f I f :n | : 

the * clays 


Bishop, “ When wearied wretches.” 

Iri j n :r I • .*r Jr :d 

have ' passed a - I Ion 0 * " 


I ’ :c ^ j • :n I s [f J 1 ■/; l& ! «1 i Is :n : |r :$ if j~ | n 


The I days we 


nev-er, f never more shall I see. 


,1 s ' 

' | sure, 


j 

C praise 


M. 72 thrice. 

:si id 

• 

1 taatefetifi. 

|n :r 

Kreutzer, “ land of Light, 
:d lr •_ 

in | trea 

- 

sure, 


Bright-est 

in 

'plea 

Isi :li 

:t| 

Id 

:d 

111 

:s { 

\h :t| :d 

is 

the 

lland 

I 

claim 

as 

mine, 0 

;r -d |d 

:d 

It, :1| 


Id ■ 

« 

j_ 

to Him 

who 

gave 

it 

1 birth ! 
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lir 

:ni! s $£ 


‘ prey 



j r •*" 

:n.f s : - ’:!>> 

" : 

' l yr °T ' , 


1.1 .soon 

li. i 

m D. k; 144, h 

ittimcJ? 

if : 

- , *- ' ;tl 

:r 

* Wan 

./V;. 1 ■ ■■ . > : . ■ ■ dor' 

no 

|n : 

s *4* u tf 

:r 

I - 

;~y\. 

dor, 

12. 

key E. M. 120. 




! i d 

( j For 

ili e H - her 

- * ty ■ 

IS* 

■KEY A. M. .14,1, 


i:si 

id 

:r .r 

( A - 

! dieu . 

■ to ■ tl 

( *.r 

in A’ 

:d 

l And 

! shall 1 

then ■ 

14. 

key G. M. 72. 


H d 

.,?■ :n .d 

\hA 

C 1 Spai 

•e mv love, ye 

1 winds 

n r 

.,ti :si .si 

\& .n 

( 1 Spai 

re iny love, thou 

i featb 

15. 

KEY F. M. GO. , 



:n ,r 

jn 

( 1 She 

never 

S hlam 1 

U" 

.,n :n .r 

jn 

( I Wit 

,h a * wel - come 

5 kind 


' 1 t J it * * » “ 

;r"*‘ ”~j hi- 


:l.s ,8 id' ■' :s ■?_ 


f if i cl i- 


Isw,. wilaooi 


Pr : K% f, weary tra <1 r ; " 

jX .,82 1 ^S; 1 IS J *£W£ l 


. der ' ; ' bo 1 more. 


taatai-aa 


" - “Men of HarlcchF* 

s .n *» n 

Onward, liar * letm w 

: m.rr!/,; U Adim i to the. outage 

, Hi :ti A jd *— 

••« hiim ■■ to ' tlieteoi, 


t r fes :i? 

vis it tito ; 


h 

spot ?' 


;.ie>s . 
n, never, 


“Sfwo ay love.” 

t ,d .,d :r A |i| A 

■ Jpiasi - y ' slxoetf and i beat -ir.g ram, 

fn «jT ;r .n J.v »»d :d . | 

t Drift - ing; ■ o’er ;: Die i fro - ^ert plaiit. }| 

; ; .■ m Bhe : never blamed' Hm. 5 ’ 

i, v *v A If .n :r ♦<! ) 


Jr. .,r & .a vV, .t 

I But. . received him . : * when 1 


,£ :fe-,s . 


fe 5 s ! x ,jT if «d l- 1 ’ 

ev-et, ' S And she tried to Hook tits 

f Int® ; ■ ; 



*■■■■■.. _v/: 




10. key B. M. 96, 


Shield, u The hearing 

: .s-| j cl ,r :n 


draws nigh- 


n.o, wo never mention her 


we never 


men 


name is never 


S|,d . 

banish 


18. key A. M. SO, 
: .s } Id .,d :d 
Oil take me to 


Hr a ham, “ Beneath the willow t: 


.li s, ,,pi|:d 

She will not list 


your harms, -my love. 


Si ,ni . 

willow 


neath the wil 


willow 


5 n,d- 

( willow, 


Be - I neath the wil 


J. i?. Thomas , “Homeward Bound.” 

Jr 1 .s :s ,,f in : 

• dropping in the 'sea. 


Home - ward, ' home - ward, The ' sun 


is i dropping*, 


Good night. 


good might, he ' says to you and ' me 


says to 


ward 'hound, 


we’re ' home 


ward ! bound, 


J. It. IVlOUh 


.$ and roses.” 

- .n :h .f i 

Go search the ) 


My ' home, my home shall . lie, 


grow 


"What * sight so fair 
[Intermediate Ehy thins . ] 



ADVANCED RHYTHMS, 

For pupils preparing for the Member's and Advanced Certificates, 

For the Time feerclse of the Kaon'* 

% lot, must b£! sung* tot as a lint: Ejcmct.0 wO la, y be Changed when necessary. 

sung at tbo rate marked. Two attempts allowed, me kt> nwj - ^ ^ ^ 

For the Time Exorcise of the Aotascid and tune. ' It mmthe 

SS Mffi "xwo XS alW. m key may he changed when notary. 


1. key A. M. 88. 
: Mi » f fi J si : ~ 
Ha - tlvcl land, 


4 : r .,t| ti,d.- 

111 love thee ever, 


i d ; e,r n 

: .Let' tne* . raise..' 


Bishop* 

; - .ft if •>* 

tko wel-como 


strain, 


: ti .,dy 

Mine were! ban 


: - .ti : n -»r r,d.- 

. ish’d feet that never ; 


: d,r ji|PtjS|,8 t : ti -h l 
a - ) 


Hop’d to! press thy turf . 


P 


Sf , 
gain I 

| cl 

I scan 


I S{ ■ »ft»j P 
How these eyes 


,1| ?t„PI.- 1| 

thv beauties o’er, 


f I sad 


lit 


a 

tan 


t( 4 ! d 


ness, , Part - ing 


.S| :li,d- jsi 
ilia! native laud, 


$ 

- .n 

£ : t( 

•»l j 

Sf *5 

A : 

; d 


ti 


if 

ylum’ 

d with! 

"glad 


ness, 


As 



: Si 

4l ' 

hi 


• - 

.fi : 

Sf 



He 

’er a- 

‘ guin 



, shall 

melt 

,r : 

d 

__£t| 

4 

|d 


% * mm 


id 

re ■ 

turn ; 


no. 

I more. 




0 


: ni 


y 1 ' .... 

- .a 

; ti 

,,r 

ir.d,- 

j 



na« 

tlve* la 

rid, 

m 

lov 

c thee 

I ever.- 



5 v 
they* 



Warwick Lane, E.C. Price One Penny. Where also may he had 
ry Rhythms (|d.) and Intermediate Rhythms ( a d.) 









M. 80 . 

: f '’ r jfL_i 

clasp’d by? waves 


B AAte-en e, TAAsefe. 

.d,~-rj R A> : 1 ,f if? 

hr an! era. ** * era! cl! zone, 


Bishop. 


_s_ 

■There's' an isle 


that ! peers forth from! 


S In : n ,m.f :-,f In .d> : 1 .,s 

Tliel breeze oft in raux-murs a Iplaintbringsfroma-! 


o - cearr so i pearl -like 


From my! own 


na - tive< isle 


ta-ana-te-ene, 


taralaterele. tafaterele. 
f s f , nf n : r ,s,f 

Here to leave will 


Rossini, 


:'n .,rc ly-r .iyf : s 

we meet, too soon to p; 


smart. 


raise a 


,,n :n .,n pv-r.-iyf : s 

we meet, too ' soon to part, 


f s f >nf in : r ,s,f 

Here to leave will 


n f rc.r nr : d 


smart. 


raise a 


,n n ? - r . pi - f ; s ,d } . dn s I f s f .pi f pi : r 
heo to my heart, Where' none has pi 


hove thee. 


TAAte-eue. ta-anatefe, 


s .s :s .d 1 I r'.d ' .t ,1 : 1 .,1 

thou may’ st grant this I hum -hie pray ’r, For- 

d' : trd I .h r ,r , | d 1 : 


From Handel's 11 Samson,” p. ( 

f,l.s :f,s.n :r,n.d 
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6. mJ. M. 58. afatefe. From Bmrfej’s ‘‘ Sanson.” p. 05. 

ju 5 a .r In : .r jn .r :rt .f is ■ -4 ! .U i s i -.ftn,f I > Li’ $ 


Us 


; ~ 9 fs%i s 


if ,pi ;r .n |f .n : r .n i f .n ; r .n if t [ 


$ jn,f.ri,tl: s.l.s.njcT .U: s .f Jn it -4 13 s 




7 . KET T. M. CO. TAA-efene. From BanM's “Samson,” p. 21 , 

j. .s id' _J_- -t a,l: ta.l.s jl .s,f:s .f,n |f £li££!£iLiL£. j 


( I l ' ** 

| j a 1 .,t : 1 ,t ,s : f ,s ,n j 1 :-.s,l:t „lt |d : .f : n_J£_j4j * : ' 


From Handel's u Samson,” p. 35 . 

»,*• ft t* jf ■> >» | 


SI 


:r „dr : n 


: - ,d ,t,: d ,r ,n \f_sj. it : - "4, r : n«f ,s = j M 


j l, : - ,d,t|! d,r ,n 


|jt : t : 1 j f-.l => ,«| f.t* = P. 

| Jr j-,f t n:r,Pi,f jn : — = ~ 


SI 

(I 1 

il 


9. KEY F. H. 88. . . „ 

d :d .d if : .f Jn .n :n.n j r .n,f : s 


From Bmvkl's “ Messiah,” p. 65. 

• . ; f 1 — : Pi .f,S 


: - .t,l I s -l,s | f .n : f In 


10. key F. M. S3. 

< : .s |s .Uj d' .d 1 [t .s 


From Handel's “Messiah,” pp. 64, 65. 
,r : 1 | .r : s |- .s ; f 



Hi 




XL mrF, M, 96. 

• s s-f.n i r .d| t|ie: - ,$ 


12 . key 0 . M. 104 . 

.1 : - .s I fe.s : — .f I pi 


T A I- A 4, From Mantel's « JepMha ” p, 1. 

• .pi| s, .pi s - .f : ~.r |S(.r : - *n : -%d|s s .d : tj.lij s { jj 


From Mozart's “Twelfth Mass,” p. 66. 
.s : - ,f in t | .s : ~ .f In : d >d Id : 


13. KEY B>. M. 72. From Handel's “Acis and Galatea,” p. 11. 

i : - ,f I s ,r : - ,n |f .d : - ,r In .tj: - ,d | r .!?: - .t,[d :.r.n|f : - . f in : h 


14. key D. M. 116. From Handel's “ Samson,” p. 9. 

|8i f ; 1 : ! | l.t : d ! .t : 1 l-.tJd'.t:! |-.t:dU:l |fi :t :t | t.d‘: r ! .d ! ; t 


|-.d , :r'.d , :t |-.d>: rUl': t |r« s n ! : f« |m* : r ! .d ! ; t.l Irl :t |1 


if : s.f : n.f I r :e |?.s:f : n |r 


15. key A. M. 60. From Handel's “ Samson,” pp. 33, 34. 

(: si 111 .li .S|,l||t ( -tf .3 .t[,d 1 r,d.ti,l, : s, .f| In, II 


( I i i ii 

18 key G. M. 126. From Graun’s “Te Deum,” p. 9. 

t: .sis :f.n|s : f .nj 1 .1,1:1 .1 1 1 ,s : - .d'l - .t : - .1 1 - .s : - .1 1 s :f in || 



From Graun's “ Te Deum,” p. 21 

d l .r 1 I n l ,r , f d l : - .t |1 


From Graun's “ Te Deum, 
ri : n 1 .f 1 it : - .t 


From Graun's “ Te Deum, 
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20. "key 6L M. SO, 

C : .,t | d ! * ~ ^ : c L_llL| S 


#r s - ,pi,f 1 n .s 4 :- .r,"|r .» 


. Kioai tf-H-W* “ A- 5r= .ma Oal lie ' 1 - 3!>. 

;-,{ t n .,r jn.f.s : n LI_:^ , d ” \ 


, r ,r-,f ]n .r : d 


21. ,,,E. ^ 


From ScinM's “-Messiah, p- 3. 

• ,d',t ,1 :s .f | n,r.d 


i- : 3 ; 1 

From Jfow* - T«lfth Mass,” p. 2. 

S3 ‘: ®:f i p : -.n‘.l.s| S .fe: f e ; |f4*« • | r ‘ f * Ld '''ll 

■ : ! ■ - r A. 1 From SandeVs “Samson,” p. Si. 

/=: iriTjft* r |-,— .- >- jrAAteMfl. i 
| t ; - ,i : r Jirj ^ 


24. key Or- H. 80 


From Gram's “Te Doum,” p. 35. 

In fs: f .« In .1 ! 


I,. I : - ,s |s,f.-,n: f i« |" 


25. key F. M. 120. 
: s Id 1 •- 


From Haydn's “ Creation,” p. 12. 

sl :f In Ji :r ! ii-Lld-L^S-f 


.fli : - -t 


. :-,s.tt,f:rMr [t, 

: .Is: J ts :__££Li.[±!£Ji ^ 1 


- - d 1 :- .n l ,r l ifl l ,t.l,5jf L-M 

28, key G-. M. 50. 
i%-£: fe. .s | *iL- — i 


From Weber's “ Mass in G>” p. 32. 


irn:s 
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27. key E'?. M. SO. 
f : *®l 13 .,r : pi .r,d Is 


ta-eae. From Handel's « Messiah,*' p. 37. 

: - ,1 .s,l [ f,-n.f ,-g ; f ,s ,f ,$ jn.r ,d ; ,f | 


jlw-i = - -1 |SL» • .«, iu,a = :t , a! , 


28. key B>. M. SO 


SI f : n .,r 


' -aataitee. From Handel's “Jcphtha,”pp. 17 TR 

" |"‘ d ‘ r:n ‘ <J ‘ r:n | - ,f ,3 : r ,01 ,d : r J - t t u d : r ,ti,d : r ' 


|- .t s - .r' : - .f J n ,f , s : s :s | - fltt ; s ,f ,n : f <ni r|d j 


29 . key A. M. 60. taralaterele. ene-fe. a-ana-terele. 
t : d * . I From Randel's <e Samson/ ’ p. gg 

< -• LZ }- ;t,l lt S| 


| [ n ?-,-r.dt,l,|sil,ti.drn:f j t, 


.d |d .. 


80 KEY o. M. SO taaa-a. tene-e. From Gram's “ Te Beam,” p. 35. 

[' • lf .-:sn ) -.fr,-|d ;r .,nfln .If,- : sv-.fr,- Id ;r |d 


lanafa-AI. 


31. key A M 72 x aii&ici-ilJu 

i • , | _ ' „ f ' , , , From Handel’s « Samson,” p. 56. 

j- • S |i£*- ; ! 1 £*- 1*1 * .8 |i£.- ;nd.- II : d |d :i | d La, 

i| d — ~ id ' *•” |Li : Lj 1 i r 3.t|.- :d .f |n ,,d Id 
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TAAteftna. TAAt&ane. SAAtwn..^ ^ ^ f ( , 
,. S2 sl 'ln S ’’:-' 5 ^» <- « : | 


i,j. .1 is .frriln .,s *L£‘L$ r * * n j d ? * * * * 

* , , , j • f-n'n : .r Id .tj : cl Jf,nf;r i 

t ln i.-t,; cl .,1s S s |“ • -h± n I :! 

^ From Gram's u To Beam, p. -oo* 

I Is 83 ' KEY :s' M ' 80 'ls 1 .s |fe .sl,td : r< \~A ] .t,l : s,t .n,r . 


fl » 


Js,lt:& ! I 


34:, key B. M* 66. 

! .trl 1 

» ,, 
f. G. 

||s : :sr - r '| £ 

85. key 2. M. 100. 

1 1 s :s is 


SAAtene-fa. 


From llamUVs “ JepMha p. TO- 

t ,d‘ :n ,S :ie 


,nf,s: f .n jr 


Safatefe. From ar«H<fcP.« I0i. , 

35. ms. M.X00. .8 in .a :n i .n.r.Pi: f,n.r,njr .f { 

(is : s is •" ' ‘ I ,, 

i i . ,,i , ftif l * - .rM r* -d' : d' .t i d* • ii 

|| .fj^SjfAflTL^ j >?i£il£d— | ii 

TAI-AAte-ene. Froto « Xs Deum,” p. 35. 

se. m_D. M. 80 . _ d'-r:di <n i |- -t ,-d': t .r' j- .cl’ f -r0 dt .n j 

j 1 * I , 1 

S |- .t ,-d 1 : t it'. Id' .,rW:r' | 

SAAte-ene. TAAteae-e^ — ^ « Te Dewa,” v so. 
^ !s 37 - my . < L M ‘ 80 ‘|- ,d ! ,-r ! : d' .t I .1 ,-t : 1 .s | .f ,-s : £ -n h 

Ur .sr- : ts-.r't,- Id' .,t\ : s | 


If 

[Advanced Bhytlims.] 



To be sung in two parts, the Examiner or some other 
key 0. M. 120, Vrnm TTnnA, 


person taking one part. 
Vs Xt Bottingen Te Derm 

! - .r ,d ; 


In two parts, as above. 

From Handel’s u Bettingen To Denm, 


In two parts, as above. 

From. Handel's “Bettingen Te Deurn ” n. 28 

I , . f . TV • e . 4! I ... l 


_.d |rs : — ; - 

[Advanced Rhythms,] 



These E 

xt rcisfiS 

arc; intended for students or classes preparing for the ! 

IniLVirj 

;llato 

Curts f 

lento, 

1. KEY F. 

r 8 i f :r 

Cadence Transitions to First Sharp Key. 
{in : s j s :fe i » :s if » r in 

id 

jd 

1 . 

iti 

Id 

2. 

| r 

:a 

if :r 

Jn :fe 

js 

:n 

| r 

:s 

if 

:r 

1" 

ir 

Id 

C .. l; 

3. 

j:a jn 

:f 

|r :s 

1 1 :fe 

IS 

:r 

r 

:s 

|n 

id 

jr ; 

:t| 

Id * 

4. 

S :i i l 

5, 

r ,d i* 1 

:f 

in :s 

jfe :1 

is 

in 


:i 

|S 

id 1 

h 

J 

;r 

Id 

:si 

id :s 

jfe :r 

IS 

:s 

i 1 

sf 

|s 

:n 

Jr 

:r 

id 

v * 

6. 

s :s r 

:n 

ir :d 

Jr :fe 

is 

:r 

i" 

:f 

|s 

:n 

i f 

:r 

Id 

7. 

j :s i f 


|1 :n 

jf sfe 

IS 

:s 

! r 

m 

if 

:r 

jd 

:ti 

Id 

a 

{ :n id 

C i 

:f 

|n :1 

Jd' :fe 

IS 

:s 

jn 


is 

:d 

jn 

:r 

Id 

9. 

| :d jn 

:s 

id' :1 

1 1 : f e 

is 


i* 

il 

if 

:r 

Jn 

:ti 

Id 

10. • 
ii n :r 

JIB’S D. 

in 

Passing Transitions to First Flat Key. 
:d jn :f is jd 1 :ta ll :s 

i 4 ' 

it 

id 5 


ix. 

<|d' :t 

id 1 

:s jn 

:1 is 


l 1 

:ta 

u 

it 

Jd' 

:r ? 

Id* 

• miw 

H 

Pric6 One Hamm. Tonic Sol-pa Agency, 8, Warwick Lane, London, 

. E.a 

N 


12 . 

ii ! 


!f :1 is :d' it 


■ i.o»- » t 

tin :r If :n * :fe I s 

l! 1 


a :ta |1 :s Jf :£ i« 

$ :f |ta :i Is :t Id 1 


14. 

j|d> :t |1 :s j 

15. [With imitation.] 

| :d jr :f In : 

- 1 G. [Oscillation.] 


17. KEY B. 

ji d 1 :s in :d jn 

IS. 

|js :f |n n |s 

19. , , 

|jn :f |3 *pi 'o 

20 . 

Un :s if :v " 


f :n |r : — In :ta 11 :s jf :r Id 


j d :r !r 


-If 

J S 

:ta 

u 

:t | 

cP 

:f 

In 

;r 

jn 

:r 

1 3 

:fe 

Is 


r ; 

,ta 

n 

:r‘ 

Jd 1 

:t 

|d« 

Ex' 

tended Transitions— Better 

: Method. 








A.t. 






f.D.* 

i n 


is 


| ^ : 

:n 

IS 

:d 

jt. 

;r 

Jds 

1 




A.t. 






f.D. 

1 s 

:d» 

it 


taif 

l 

:r 

in 

:d 

jd 

:ti 

j d s 





A.t. 






f.D. 

*d l 

:1 

IS 


i lr 

:m 

If 

:n . 

.r jd 


! d s 





A.t. 





• ti 

f.D. 

in 

:1 

Is 


j tpi 

:d 

If 

:r 

jd 

j d s 





A.t. 




•d| ti 

~~i 


f.D. 

jr 

:d 

IS 

: — 

j r S| 

:d 

in 

:r 

:r 

]ds 





A.t. 






f.D. 

1 £ 

:f 

in 


J m l| 


Id 

:n 


:r 

| d s 

i 




A.t. 




i a 


f.D. 

| f 

:n 

\t 

: — 

jfets 

•Si 

Hi 

:r 

• ti 

jdg 

is made 

i on the last 

note so 

that the Exercise can be 

repeated or the next 


without pause. 
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First Siam Transitions, shewing Cadential form* o 


Imitation, and Oscill 


it Flat 1! 


without Distingu: 


With Distinguishing Tone. 


33 . 

:d In 


( : s m s 

(:d d : 

35 . 

I :n s : 

C :d n 


j :s s 
?:d n 


:f 

Is 

:n 

f 

IB 

a 

G.t. 

:»n‘ f 1 

.in* 

Ir 1 

:t 

IF, 

d* s j— - 

:r 

In 

:d 

ii 

:si 

ifi 

:«id ti 

:d 

If 

:s 

d S| |— 

:r 

Id 

:n 

s 

:f 

In 

at 

:*s 1 .t 

i :d« 

id 1 

:t 

f.F. 

d' s |_ 

ir 

In 

:d 

tl 

.S| 

Id 

: l in f 

in 

Ir 

:s 

d S| |_ 

:£ 

|n 

id 

n 

:r 

Id 

o.t. 

: r s n' 

:r ! 

Id' 

it 

f.F. 

d's : — j — 

:r 

Id 

:n 

s 

:si 

Hi 

:*iH d 

:r 

|n .f 

:s 

d Si |_ 

z D. 

U 

Sudden Extended Transition and Chromatic fe in Bass, 

A.t. 

:s if :r in :d K’f :r |ti :r Is :f In 

if 

.n 

Jr 

* t| 

Id 

:tn 

l f6 ti :r 

l«l 


I Hi 

:si |d 

In 

:ta 

1 

is 

If 

:r 

s :f 

In 

:r 

n 

:r |d 

Id 

:n 

f 

:n 

if 

:s 

n :1 

Is 

:fe 

s 

:s, |d 

• D. 
id 1 

It 

:ta 

Sudden Passing Transition. 
A.t. 

11 id' |s : s d 1 1, :d 

In 

f.D. 

-.r|d s | — 

:d 

jr 

:rc 

if 


Is 

:tpi | r 

id 

|S| 

. 

si! d s | — 


Chromatic fe and ta (in Air), and Cadence Transition to First Elat Key in 

Better Method. 

38. KEY D, A.t. 


UM }i 
(M a 


if' 

in 

X 

:1 

Is 

r®t| 

:d 

Ir 

If 

n 

ir 

Id 

I — 

|S[ 

2 1| 

fl 

:f. 

|S| 

r S! 

:pji 

If, 

:ri 

S| 

IS! 

Id, 

I — 

Is 

f.Gh 

f 

:s 

in 

B.t. 

: — ml 

:ta 

It 

:d» 

'n 

:r 

Id 


In 

'M 

1. 

:ti 

id 


in 

Ir 

id 

s 

IS, 

'd 
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i And : tlieir 


Selected from the works of Bach, Handel, Graun, Haydn, Mozart, &c. 

Those selections are intnnJod Ip give exercise to classes wliki are ' ivfc.'ya 

3 rtiis»{% and especially to aH pupils in obtaining tbo Mt tribe ns oi t « - 
may .bp 'cli'tsigc'd to suit the yoiocy- ,■ ■ 


Two Removes. ,, 

, ' B’.tm. B/rcfi’-s “ Blessing and Glory, p. .11, 1* 

X# 'IvISTi ; JSh'j *. v 1 # & X* ■ ' ! 4 M ••' • ' ' * j'l : ' j.. i ij' fx' ; 

\ I $ ' :r ;f l ri * r * ^ dll * ^ I s * r ' — — — 4 

1 1 His nam is Ux ’ - cel - lent, I His « is 1 « “ cd - 


2. KEY C. 

»ri ! i r/ *n s : r f .d 5 I f 5 ! 

Jo-1 lio-wah’s glo-ry known ; 


di.B 1 ?. , ^ Samson/ v p. M. 

j i Si ; fc{ .r i f s .r j t, •■«{ ■ $ *,r t n 

I ' Their i - dol gods .skill! idoiiiliisiireseneeily., ^ 


- m G. Inn , “ W 1 * 4 * 

: S V" :f : d : - : t, ; 1 , :-:l : l s : - : £ ■ r, : : r ■ <t : - = 1 , ; 1 , : 

\ S to I Ani - moi God and! Kir..?, Scree Mo - locl^Uliall wepn ■ Ms, nag. 

: 1 | s : - : f j n : - srfl^A : d'.t :1 U :f |n 

| No more to I Am - mon's God and! King, Scree Mo - lock, I toll- our eym - bab' nag. 

* „_ r D U. “d' 1>- 52. 

lt •*« t : 1 .s id ,t :d' : i d#, t i*'>* :1 .s :d : 


And their' 

6. KEY D. 


tri - ; bate, ' 


• Samson,” p, S3, 84, 

E, t.m. 

id 1 ,t : d' .l :t .& ir 1 ,d' : r 1 .n 1 : r ! .d 1 I t .1 :*1 .t : d 1 


Hides ■ ike - I world 


; r ! : d 1 it if :r' js ! — : » ! ti* 

rules the ! world, rules tho \ ’world m 1 state ‘ 

Price Ok e Penny. Tonic Sol-fa Agency, 8 } Warwick Lane, London 15, Ob 




7* KEY a 

i |n ,n : .n i c! 5 
' r Bw 3 thron } fare?-| well 


j .fl :d.r Iti.tr: |tj .dir.dllf : i d r : r ,n I 

your kind at- 1 tendance now I pray for- ' bear, Lest it .of- 1 

G. t.m. 


jjf ; .f|f.f:f.n d : .d |ri : .n 1 : Js | f # f : f .n | d 

\ fend to see mo girt with friends, Ex-poofc' of rue you’ll nothing hoar im» J pare. 


8, KEY E), £. &?. “ Acis and G'a!aiea.”p.: ol 

jr :-.r|n :f jn .r : s .n |d : — | 3 r : - .r|n :f I n ,r : s ,n ) 

H Mur - m’ ring still Ms gen - tie love, i Mur - m’ ring still Ms gen - tloS 


[d S- 
love, 


Bi7. t.m. 

j 


| n : f | n ,r : s ,n | cl 


Mur - in’ ring still his gen 


tie love. 


9 . key b y* 


ji" 

( I sea, 


S I’ll i ll 

And I his 

: - ,n is 

the I dry 

; n j f 

and he 


“ Come lot us sing?” p. 20. 
d.f. A?. 

| cl :1 1 |fs :f 

> form - ed and pro - 


Bi?> t.m. 

* | s : g| | : 

land. For I Ills 

f. E>. 

.f |n : r tafi • 
hath fash - ion’d I it. 


|d : t| 

is the 


‘Israel,” p. 28. 


n ,r 

: n 

|- ,r i 

n 


n 

,r 

if .m : r 

Mingled with 

| the 

hail, 


ran a- 

(long 





a 

A 

» u» 

m. 


n .cl 

t r 

r <r : 

r 

: 

*d 

.d ; 

d ,t| : lj 

mingled with 

j the 

hail, 


ran a- ' 

* long 

; d 

$ n ,r 

Id i 

\ ~~ ¥ 

cl : 


A 

I ti ; ; - 

hail, 

ran a- 

1 long 


up 

- on tho 

' ground. 


[Intermediate Transitions.] 




*V f in :s |1 sr s- | s.f ;n.r :d iff :*• 

, . ‘ i *. .w £?are : ' I lodged, in your hro:i,kwith 


( l r 


heart von* fond * ly gavo f ■ 


a. t. d. 

;fs:f s- in.:- :s |n« 


Take the 


heart you! 


12 . key B' 3 . 


d. f. AZ 

i rl : s 8 ! ih ' 1 M » ! ft * r s 5 r 


, : sj in, : cj. ; ; ** p-m • -*» ^ ^ r 5 

J But-! woo! when burst.- in S Un - cou - troll’d, The' glow - ing 


hits Tierco ex 


is. key b?. . / « , VX'* . 

f . d 1 1 j . d ;_£ > t ■ * If id 1 r .1; it* «fl . i _« jn 

f I Sir i Iron - " • ‘ drous S frame to I raise, 


d. f. A 7. “ Blessing am 


lessln* and Glory,” p. 10, H. 


: f is :d> i d' .s : l .t : dM S s :f p . 

) | j. ams a - I tone do - > sorvc3 oar ' eild * 1 W P“ 


14 . key e>. Three Removes, 

ps.sis : 3 I 5 1 1 3 :s I :« j s ; ' 

HoM UcssYod that 1 cam - eth, 0 1 Lord. 


HaythCs “First Jim’* P-82. 

■ J s. d. i. G?. 

: - - : — ! -!• : d ( 

1 in thy " 


! r : cl itr 


,d 1 r : d t, : 

’ ~~ • ly name. 


Eyvp- it ... td i Is : 1 Lr Irvyfji* It S“ I n II 

\ ! sr 1 ” 1T“~ 1 Hess - ed, is > bless - ed that 1 com - eth. ,1 


„ A.t.m.1. “Samson,” p. 1. 

• “'Tt'lt • .t It .t I t .d'lr' . ! .d'.-pd s I • d:d ’ r j 

)\ * 1 ' 1 , ... .. viAfa this! rest; To breathe heay’xt’s; 

{ XJn-vm-iafcly tlieirl super - sts - tioa >«d« * 


.n $ .n If .r :r *d lli : I * 

J ak ; fresh: blowing, pure andi sweet* 

[Intermediate Transitions.] 




10. KEY X). 

its |s t - : s 1 1 : 

■i In dia • mal dance 


i s : it jr ! :- 

a - * round 

f. F. 

: s r | f : - : r In : - 

In dis * mal' dance 


" Jephtha,” p. 4. 

; r 1 | r 1 s-.d»: r* j 

the fur - nace 

s. d. f. A?. 


sl f 


■ i 

n : - 

« ” j 

in : * 

- 2 

I- |d 

: - : r 

r II 


1 1 round 



tho 


1 fur 


* 

• nace 

1 blue. '* 


, 17. 

KEY 

A'?. 






** Song of the Bell, 
f. D?. 

” p. 36. 


: s 


1 s 

:d 

it, 


: tj 

|f if 

in : - .™fc | r 1 

:r* 

(1 

Do 

- 

signed 

for 

' joy 


and 

peace, is 

1 made, The toe 

- sin 

t. 

m. 1. 










f | rl f 

: n 


Ir 

: r 

l a 


* MM 

11 



11 to 

re 

- 

volt 

and 

i crime. 


1 



18. 

KEY 

C. 







Macfarren's May-day,” 

’ p. 30.31. 
A. t.m.l. 

jin 1 : 

- i 

s 1 

. — 

|f 

1 

n 1 

« -- rrr 

• 

ft • 

Id' .r: |- 

— ;nj| 

( 1 Sport 


up 

- 

1 on 


on 

* 

1 chant 

ed j ground; 

A 

rin s 

- i 


:d.r 

.!» : 

1 

— 

:d.r 

in : d 

| s : n 11 : — 1 

S S 

\ 1 joy 

«» 

m 

0U3, 

i' joy 

01 


ous 

i throng now 

comes a - ' long. 



19. KEY B?. 

: |d 


W 1 ' ; 

1 1 brow, 


|d sd.rjB.nl | n .t,: t|.d » r s | .rsn.fjr 

Coma, then, myl daughters, clioicestart be|-stow, To weave a' el 

G. t. m.l. E. t. m. 1. 

| .i,d: d .r in : .nl^.s : s .1 it : .t |<r'.t : 1 .s id 1 


44 Judas Maccabjeus,” pp. 98, 99. 

| ,r : n .f I r ,r : | r ,r : r .d , 


row, And in yonrj song# for ever be con- 1 fess’ d The valour that preserv’d, 

20. key F. Two. Removes. More difficult rhythms. “ 


To weave at chaplet for the victor’s) 

r j .t : 1 .s id 1 : | s Jj 

hour that pr ek serv’d. 


20. key F. Two Bemoves. More difficult rhythms. 

: f if ,f :s ,r |n .n : .t|,t ; j m .r : ri .t| |d : 

He [ made a bloody slaughter, and pur I -sued the fiy-ing* foe 

[Intermediate Transitions.] 


“Jephtha,” p. 40. 

G. t. m. 

.nr |t| -t, : 1 1 . S| J 

till Inightbadesheathe the j 




|!$ t 

1 sword, 

21. SEV A 

U . s : s , s 

H In vain they 

(if .,1 • 3 


.a : n .a if 

And taste the, joy* 


22. KEY £?. 

SI : £ 

F. t.m. 

i | «r : -s ( 

t Fly l>o 

23. KEY E?. 


.8 |1 

n : I 

their 1 foam - 

ing * 

,f : s .,f | 

in 5 - • 

~ ' i 

|n S 

l 

.n jti * 

* gone, 

my I child ! 

in 5 

.8, if ,r : 

-1 gone. 

And leave me 


J A jf ,f :f .n |4 | 

of ' tie - to - ry and place. 

'« JenhtUa," P- 33. 

' d. f. CL 

i — — — S 

I tide, I 

,n :n .n m * * jj 

their foam-ing | tide. 

« Jephiba/’ p. 01* 

• ,ti fx .r i y A | li • U ■ * j 

Thou hast un - done thy! fa - ther. 

■ : .Uiir .r :r .d Hi : fj 


«* Judas Maceateus,” p. 56. 0. t. m. 

, .d : d .r In : ( 

j 'It . was the Lord that 


. ,di :rf .a* SI, 1.1 : W|s : 

j And this their wonderful salvation! wrought, 


23. key B?. la a . i .d : a a* in * v 1 { 

fin .d ; .S| id ' n 8 ’ | xt was the Lord that' 

1 1 Saying, The sword of l“God and Gfdeon. I 

t t t Is : I .d« :rf .a* j 1 , 1.1 : Wjs t I * j 

1 1 for his " is -"rael fought, j And this their wonderful salvation, wrought. 

“ Samson, ’ p. 68. 

24. keyC. ,,, j .8 : s .1 it .t : t,a .r ,d j- 

(i r ’ 5 -SjSt ., • f 1 J thought thatlahour and thy chains had 

j Ha! dost thou, 1 then, al - roa-dy srn - glu me? l 1 Ihoa^nx 

E. t. m. 1 • 1 ,t | s .3 : s ,f . s ,r j 

j |LL ' iloj *— ** “ 

, ,n = ,«.dV 3|1 -I : l.l.t.d'jS » |j 

j j j a ., V) I’d left thy carcase where thoasslay | dead. H 

T) t m “Israel,” p. 133. 

S5 ’ KEvC - mi »i ■ a' Id' : d 1 .r‘ '|" 1 r l .r 1 : ,r'.d',r'|t .t :t .d',r'| s It 

ilk. » 

[Intermediate Transitions.] 
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20, KEY GlL 


1 .tf 

Mt 

.ti Id .t, : 

. t * I 

1 Be 

- hold thy servant, 

Thy! 

EX 

t.m.l. 



I .den ; r 

1 .d 1 ti .li,‘ 

?j: d 

i 

To dust his glo -ry 

they ■ 

Is 

: f 

.,n m 

2 

nua 

- 

her! him 


. 27 . 

KEY 

B>. 


d 

:d . 

d |1, 

.n, 1 

. Here 

lies 

the proof : 

if 1 



f. 

E>. 

t| .d ; 

: r . 

Sj jd s 

.n | 

in- yo - 

• cate 

his aid, 

His» 

jt 

8 

,t |t ,t : 1 

,S | 

i spells 


that gave our hero | 

28. 

KEY 

b!?. 



: s 

| r .n : £ 

• n 1 


Sound then the last a - > 

If ,f 

: s . 

r |n 

.a | 

1 -within 

.-trepid hearts; 

Dei 

29. 

KEY 

E. 




1 it ,,r : it 

1 r 



Taught by great 

I A1 

|f ; 

! n .*■ 

rid :tj_ 

IS 

t 

thrust 

the 

1 poor. 


80. 

KEY 

B>. 


5 

.1, Hi «“ 

• Il 1 

1 


His migh - 

ty 1 


Three B emove. More difficult Ehythnis. 
bi : n ,t ( |r : - ,r | r 

mt in dis-tress,' O I God! 


"Samson,” p. 44, 45,- 
- ,t |r : — 

■ be - hold,,; 


.l,s 

And 


•r,d 1 1| 


.t, id 


a - mongst 


the ■ dead. 


“Samson,” p. 74. 

.a : a .r |t| .t, : 

With high devo - lion 
0. t. m. 1. 

.& : cl ,r |n ,,^s : s .1 

Let him dis-solye those magic 


.8 |d< 2 

Then know 


.n : f . ,s | d 

whose God is God. 


G. t.m.l. “ Jephtha,” p. 31. 

s .a : a ,r ps .,r : r ,n |f .f : 

And to the ! held ye sons of Is - rael ! 


33. t . 


I s ,n : r .& if 


Macfarren’s “Christmas,” p. 21. 

-,£ is : 1 .1 : r 


will you re - | lent «■ less 


: spi iti .,t|! ti.ti |f 
Ho I tale canto the time 


- ,n jr ,,d ; d ,d |d 

more! fitt - ing he than one 


r : - .r, |f t .,f t : ti 
griefs, His mighty griefs 
[Intermediate Transitions,) 


u JSamfloh,” p. 43, 

| ,n { t H| .W| 

His mighty 


19 .) 


||V 

i s giv/fs, 


1 . 1 . : 1( .ti |3 3 


ii ■ 


e:>. t. n. 

is : v .n I f .f : x .ro j» 

Nor’oy tlia heathen bctheyi told, 
31. KEY a. 


/iivi.Vd. tfeS*.';:. V-. ; . 

I— Al ft i*. ; f .n I® 
r.i 

F. t. tn. 

j .is ; r .n ff .f : f • « •• 1 

Xor by the I heathen bo ihfey told. 


| Still 


< S| 
j Blood 


Two and Three Bemoves. ^ Advanced Rhythms, ^ ^ ^ ^ _ i; „ 

: r jn t f : r ,n <f ; n 4 r *d : t A fi • d 

heavTis 'do. 


A. i.xn.S 
i "V’ 


II 

li 

H 

si 


i ' 1 

1 snow, 


i Tm '.;: oB 

1 thee . 

pos - seas’ d » S; 

.ich 

KEY G% 

t - ,fe u Si 


n *,d : s 

2 H| 

of 

Thai.- ishi 

1 war - riors 

■la 

* 

* 

% .it 

il( s- - r 

: d 


,:erco. ; 


load 

Mtu/arm'* “ Christmas*” p. 2ft 
J e.d.f. B?. 


If, 

; red 


5- ,f : s iH| 


1 mid 


.,lj S t! * $ 

’rinsr-l Sax - OHS. 


up ** on thcd 

I 


’ p. 42, 43. 


83 ' ; KET .? 7 id -t) ;n .ti ,d .t, : .ti |d .t, : n .t, jr 

Be-lioldj lbs -Bold Thy j ser-vant, Thy ser-vaai in dss-J tress, ■ 

.n If .njT :s . f ^ j 

' Ee - iumyO God . of f 


Ei?. t. m. 1. 

. ,d©itj j r .tl 


S tilbSj . 
He- tum.ro - turn, 


% 


A 

0 


it a *ti 


I God ! 


r J 

hosts l 


.hs j s : - .f,njH 

be -bold, bo -I hold 


,r | si 

Thy ser 


2 - ,f \n_ 

• vant : in 


:i ? .,d i cl 


distress. 


Macfarrm' sA Christmas," p. 22 . 

G. t.m.l. 

il, II, *- .r j* : - 

11 I 41 ' ‘.‘l ,, , |— ; — Lifts 'up his withered! hands: 

And 1 breath - mg forth hisl sor - rows, xmm i 


34. key B?. 

r • 1 1 | lj : - .r : d . 1 , |d .,t, ; d 


iidil 

“Thoi 


SI 

I! 


ni ! 

hcav’n 


:si 

if 

id s 

I King 

; — : a ! S| * i d l — 

who 1 reigns on 

?sn 

\m> 

il 

| Bless 

: r 

him 

: n 

who 

! ii 

j hears 

is ,f .n :r ^ 

the| poor uian ‘6 

id 

| cry,” 


I Sfi 


Sit* 


A=e» 


mmwmi 


35. key B '2' X is 0. Minor Mode. 44 As the Hart,’* p. 8. 

jj • .t, In ,,t, : t ( .d j r : se, .1, |tj : .t|,n,[r .,r : d 

} | My tears have been mv I meat day and night, While they! dai - iy say unto* 


0. t.m. 

pr 1 .,t : t .1,1 1 se : 

I dai - Iy say unto me, 


r ! .,d* 1 .,se|t 

Where is now thy God? 


36. KE 

y F. X is I). 




Ll, 

Hi 

ill 

,,lil se, 

: R| 

I Fount 

of 

I mer - 

cy free * 

• ly 

s.d.f. A'?. 





di, 

ill i- 

it ?- 

•Ail se. 

: nj 

End 

less 

1 streams 

of love 

he 


Mo'svus “ Stabat Mater,” p. 16, 

I ins', 


37 . KEY B?. 

Sj I *■* • Sj | S6| I 

Night comes) on 


More than Three Removes, 
se, 1 1, : - : d It, : - : m | 

with sa - hie I man * tie, 


“Song of the Boll,” p. 27. 


G. t. m. 1. 

j p?s : - :s j 1 :1 i _t_ jJ_ : s I d|_ j_s_ : n 

Soft - ly I sloops tho 1'urgh - or I peace - fii 


(| 1 _J_S f m :• 

t With - out dread, 


r. s. d. f. E h 

: r jcl : - : d n | f : - : r j m : 

ly I sleeps the pea - sunt; peace 


B?. t. 

(ml, : - : ti id :de)r 2 

Guard - ed * by the law, 


G. t. m. 1. 
re i : - 


- : £ : r d * ~ 

~~ ful watch 




: d |1 :1 Js : rt | s : r Id : 

iag e - ver ' o’er his lone - ly I bed. 

. [Intermediate Transitions. ] 



m 



More than Three Removes. 

r.s.il.f. C. t , 

s d' .d : <l n'.r' :tt -t jd 

i Rwift-cr flight and sab - Her ' frame, 


d subtler \ Ira: 


Beethoven's 


■men.;]!' 


rnexi 


men. 


Jio&m'd't 


"ttancb 


dho biOrd of gio ■■■«►•■ vy t 


\ When she- saw 


s il :1 iJLb : !li| s 

And I in Ms «y<* sn&* b 


shines 


Agency 


ICiv 


42. KEY D. 

:s is : f .n 1» 


GV<7tm‘« “ To I) cum p. 9 . 

f .n ,1 .1 : 1 .1 i 1 -s : s .d' j -.t : ~ C- 

1 1 IT-.' . i mi»nA nvtxsicAr ' 


, :s is :i.n is ,x *n j*** * * * » _ 

\ Tli0 i^J— T i y fel * lowskipl of fclio prophets praise Thee, pmbcl 


i f ,ni i n 


G. t. m. 

( jsf ,n : 

(| praise Thee, 


11 .s : 

praise Thco 


. s ' d,f pi : I, .n if .f • f l f • n : 

praise Thee, Thelno -Wo army o£ martyrs 

i d 1 : t,l .s,f I n *•“ l r 5 ! 

I praise Thee, praise I Thoe - 


-43 key Q. Transitional Modulation. Two Removes. “ Israel, p. m 101 . 

|‘ The| depths' were congeal ■ oil, thol depths were con-gea! - ed, thej depths we congeal - ed. 

“ Samson, 1 ” p. 49. 

44 . key A. I :r ,n |- : r^d| t| s- I : . 


44. KEY A. 

: a Is : — 

Like* me* 


s fjn I r i ■ - 

a - verse 


to I each 


d.f. G. 

i dp : - 


45. key B ! ? 
( | n » A ’• * 

\ | Melt - ir 


the to 


: r i se * 

the te 


diousl wid 

• : t I r 

dious' wid 


de ~ light, 

: n Id t- I 

ow’d night, 


ow’d night. 


“Acts and Galatea,” p. 15. 

: n :f |n :r : 3 1 tl,r : d : LlL] 

— ! — 1 1 ... .-,4- .. in O' J 


ing 1 nmr 

C. t. m. X is A- 

— |det •• t 

I Melt - i 


ing > mur 


: d 1 i r 1 : t 

mnrs fill 


nmrs, • last 


the I grove. 


M— 

( | Melt 


ing 1 mur 




n< : 1 :d' it LA 

rn.nr • mlir3 ’ < last 

[Advanced Transitions.] 


ing 1 love. 










*« Samson*** p* H, 

t, : t, .lilt,.* :* •' 

But ia thu winter of aJ, 


0. t. m* $ is E, 

jn ,n : n ,ba «je : ”r ! s * 

of uur i rosp ra * liys, & -w^na! 


draw iii them li< ad. 


Thou-hastA 


ti .3 |r 

till Thy poo 


"■ n. 123. 129. 
'd/f. 0. L is E. 
jfejSec.sei.ls’ 

! stilly till W 


cl .t ( 1 1 ? : ri'.ri jfli : - •*“*! h 

pie I which' ThouhastpuT - chas- ed 


Transitional Modulation. Three Ilemo\ ss. 
n In :r.l,jti : I •;.» 

this sin to their' charge. Loid JV 


50. ivTiY At>« 


pp s,di. Ct>. LisJ.7 


my spi 


ceiTo 


f Advanced Transitions.] 










51 . KFA T B !?. 0. # , j | 

st| : t| .t| id . - • i • • 

But all the! work uotcom'-plete, 

f. J\ X is X. 
i i I Li 1 1 


There I want 


C. t. m. L is A. ** Creation,” p. 40, 41. 
det : t .t d' ; - .t .d -SC 

But all the' work wasnotcom- 

. _ ; n |d : - ,d s t| .li | 

pd I Yet that wondrous 


ill " 


D. t. m. 1. , . 

: n ,i,d :n }y» 1 

tor, 1 That grate - ful 1 should 


: f t : 

God’s pow’r 


52. key A!? • £ & 

■ pi id i_n : se | 

The J works 


thy ‘ face 


; 1| :ti |§ A 

of thine* own 

— : f j n 

from I ns, 


53. key 3?. 

i :ti i a . 

( Bo - Ijoiee, 


.f'etst It.tlt.tjd 1 

| £y him all yo seed of! Is 


: t I a 1 

ad - I mire. 

Mamins *« Fust Mass 
]F. t.m.l. 

- : ' | rf 

I Hide 


id> it .a* r . 

Hide not I thou thy 

Beethoven’s “Massin C,” P- 40; -«■ 

lr ; r in : n 

to the I Lord and mag - xu - 


sd 1 Id' : d'-dSt : 

How plen - ti-fnl,| Lord, 


6 . d. f. E7. X is G. 

.maid 1 : — 1 1 1 | 

} | good - ness 

64. KBIT Eb. 

■w *- r is . :_ r 

1 1 Its voice 1 


• .re | re : n 


1 *’ 1 1 A L* f or them that! fear thee, 

which thou hast laid Up » 


si, if 

to sor 


: si sn_ 

row it 


d :ti 1 


HU- 


E.t.m. 

• f if :n I : rd j d : t! ! 

tt.-har- not 1 feel - ing 

[Advanced Transitions. J 


Romberg's “ Bell/’ p- 41, 


: t* In. s * r I 

or pain, And 




; . iJPf * 


fay wr u \ M '‘^nv- 1 


j{r .3 : tj.1 t 
* I willi ita- 


m.n |r ! t« 

ry-ing! notes &* 


| „m : 1 i If 

:Ol1 lliV&O '-TCTlt - ia J t 


D. !. in. !. 


I va - ry 


■ nig I scene ; 


js : - .fils ,.f_: r .t.| r A : .d|s :-*nj! 

1 1 ixmoH, •wliieh 'tei ^ ^ clear, Soon fade, and> cm.: 


i - *s ! f : l.t i d f : 

the ear do *1 car. 


Transitional Modulation. More difficult Rhythms. 

u Acts and Gaiatea, , p* -*a 

55. key E?. B!?. t. '■■c.f.A 7,ZkF* 

\ • $} j- % r ? : t , 5 t ! d' .s : .**•« 1.1 «? ■: r *s Jrt : * 5 d; 3 l j 

j| Xo .s’iO'.v - r3 to larks sol pleasing Not sunshine to the ‘ toe, 'Sot { 

♦ :.=fii-l .1 : .w’if' .t' :t .n 1 id 5 : 1 s if 


As these dear smiles to I ma* . 


“Israel*’* p. 16. 

58. Rts V. , s : f if in.sjl :1 .t i 

r* 3 b 3 ' * * ' — — ", ’ i , . ! r ; - vor : He turn -od thcid 

| .They 1 Joa - tied, iliey Soa-tlisd to ' drrak of tns 


d. f. s ,r L h G. 

,.d' .s : d'r t- .d'.t : cl 1 


,ta : 1 .88 1 1 

ter in - to blood. 


. Judas Maecabsetis,” p. 9. 

(l r 87 ':T.t, ? |se! -se,l se.-se,: 1 ? .t, ! d : .li |fi .fi : ..A*! oe^e,: «e„l, >. 

\ 1 Vraclved in - deed- But! let not Ju - dab's r.u-o The* ruin with despond^ arms em-> 


11"' 

{ ! brace. 


€. t. m. L isvi. 

i i|S : s .s |d ! 

Bis - tmctfuli doubt 


| .s : s .1 jt .t *. 

and despot- 1 a - tion 


1 t .I ! : f | 

■ 111 to -come > 


D'.t. m.Z 

, Is | t 


f . i c ! m ,n : | n .n *. n .ba ! se • * n J ^ * . s s t . . | 

‘ the' oho’ Ion' na - tion, I Chosen hy the Great I I AM ! The Lord of j 


II 35 ! 

(I Hosts 1 


|n :n .baise : .»:ll : .1 i d 1 . 1 : 1 .n 1 f 

w bo still the} same, We trust, will! giro at- teu-tive ear. 

[Advanced Transitions.] 



's « First Mass,’* p. 53, 60. 


men, 


men. 


men- 


A. X is JF#. Boating thrice to the measure. 


choir em 


Ringing great J eho - vah’s praise, 


£ X>. X is X. 

[ti.se-: 1 Ise.ba: n.ba se.I 


s.jf:n.,r|d ? ta 1 1 

Singing great Jehovah’s praise. 


ps.,1 : t .4'1 r ' l n : 

I Such as on oux so-lema days, 


were 


jn .r,d: s d 

50 1 pleasing, Kot sun 


dear smiles to ! mo. 


[Advanced Tran: 


: .'V ■ V v 

( ,n,“ “F'/i"' I = 1 f=o - i ^ "[ ;\J 

I in,,,, l ■•: i,. ■■ , ' ■ ' ' " " jj , . ■. 

; Y ' : : , , , i . ' ,.V : — in : -I <M 


“Israel in Egypt,” p, U2. 

•jZ_J£-_di :r | 

I - ey 

ft.d.f. B?. I 13*?. 


s, -ti id -t, :j 


pie, which ihorJ has 


1 1 « « 1 men, ■ y 

( |l;.t;:d .r,n!f *- ;« : ’ ’ r SZ--1±^2\ Lj 

A • ' ' ..^nnK^.n,' 

/ , n &3 .r iZ— - — |L_di sr I 

fte S imer * ‘ * ‘ g.dXB >.Xie<7. 

G. i. m. . | A f, : cl .ta,s, f 

< r ,r :n .f : "r .d It, s- •* v»*. •*«, r J 

) *, hast led S'r tii ! P«> * pie, : ^ck XouUast . ^ ^ 

2^—±2L : * ii 

! I deem - " " * 

Transitional Modulation. More than litres ®eno^ 1? . ss. 
84 . key &?■ f. ~D 7 

, 4? M _ t .* — [W:fc : f 1 |n 5 > 

( : d j r : 1 ! s : f \H : : f“ I “ - “ < 

} r»m ! toco -forth :«Bd ft*;. - A> . t . iiaK 

.4. ,1 • _ ! — :n'i j S3 : n U _LH — I 


C. t. r,i. 1. T. 

i'jlfi :r ! 


t |1 


t_ : s id 1 : 

T er - * more. 


llV |t : 

for lev. 


65. KEV C. 

j SB. 8 Id' 1 


if it id : 


f All our I art 

n" : 

t J strong. 

\ liLi— * ^ 

f ! cher - hh, 


and toil re - i pay 


c.s,<lX A'?. L h.F. “Song 

of the Bell,” 

!n ; .l: 

p. 22. 

■jd^hsei: 1 1 . se-.i 1* i 

: a .is ( 

ish’’ too) 

Should the mould be, wrong, . 

Or the -‘g’ 

t. in. h 

(ms : - ,f in' : - 

■r Id : 

JL' n 1 

S a 1 

Ah’ ; per! -haps, 

while joy 

we 5 


-r. = t I '“m'I" **. 'la 

“-“ 7 ^ T^U-. 





.naan 


r { : n 1 ,de ! 1 t[ 

..shall melt a - way 


cioua 


own 


" Como, let us sing,” p. 23. 

r.'s. d. L G?. L is El. 

: n pse : - .1 : se.l ^ 
at I Mas - . sa. in the) 


KEY 


d : r n 

ball they did, 


a.t[irc : d : 1 1 . 1 j I r :d Jtj.tin : - .d 

Tis a I peo - pie that do* err, and in their] hearts r 

m. L is G, f. E?. L is a 

sf in :f :-.£if : n .tj: cle.r | de se : 

ty i years grief at j this dis-ohedient I race, 


in their hearts re ■ 


that do 


>e l, and that of my * sta 


[ Advanced Transitions. ] 


i'l : — 1 1 : — 

ifer* 

:-.r ! fr> : — 

groat - ness 

1 of 

Thy arm. 



NEW'EOiTIOMv 


MINOR MODE PHRASES 

SELECTED FROM WELL-KNOWN COMPOSERS. 


*. «. — • rr l “ “T 

1 , :i,.t, id :r in :f it, ai \\ M& l* :n J 1 . ■*' 1 

sun as un-daunt-ed I on we stray, Thro’' many a tan - gwd bra„e, 


l 


11 

key 


:1, | 
We S 


tin ;~.r |d.r :a.t,|li ;d |ti • :«i jK. :t * i a _ : f j~, ' 

it pause to £5 thTUi - lent way The i can -fens tor KkrsJtu.py 


il 


So. 2. key Bb. Z is <?• Mw-M* From .the “ " . »* , 

1, irkMl :«I |ti |t< tBwnjjd :l L ..^ a tyf.l" 1 

Bump not the flask, thou* ckurl-ish down, On thet board as • too yoa woulu. otuu 


No. 3, KEY A. L is Ft. 

:n.r:& : 1* 1 1* :p!j \h • 

A~ : Christmas - time, when- frost 


W. Boyd. 

* .t { id :d ;:jr :r 

is out, The -year is 


From a Fart- Song, 


£ if [n 

growling * old. 


i il 1 " |ii ! 

| But I sure 


• .ti Id :r 

. ly, soon as 


s pi :f in :r fd |ti :se- j li^ * 

I A - pril comes, ’Twill 1 wake and "Bloom -.u. - ■gain. 


No. 4. key C. L is A. 

pi II :n in :d* 

I Sweet 1 Spring' a - gain re 


I? * 

. I turn 


Welsh A*r. 

|t :t ! 1 :d' ! 

ing, Slakes* ©v - ry 


From * l The Sawn of Bay.” 

it :1 j 1 i se 

bo - soiii * glad, 


• 1 L : f jr :n jd :r it, -d ; 1 U l*A : h £ ?; 1 : “ 

The I bird* are eiug - ing from each spray, ’Tis I a t L TC C. 

I-mCK 0*E HaIWWSY. U^Si *>*0 SoE-FA AGENCY, 8, V*«n* l-**, ^ 
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Wn Ft TTPV A L la FI. J. II Thomas. From » There are good fish in tho sea.' 9 

j„^id *a i^sMIl, :- I :l,.t,|a.t,:l,.., In, .-..,11, f 

.j;:n jn.f sn.f in U.i |" I :n | n :r A 11:1 !W | 1 .' ' [) 

Ko. 6. key D|?. L is .B|?. Welsh Aib. From “ Of noblo race was SbonWn.” . 

, :l.t|d' =t_J_ if^il 1 :1 ' 1 :n | d :1 ' 1 . 

(Fromhisl caro in Snow-don's moan-tains, Hath the! pro - phot min - strel spo - lion ; j 


:I .t |d» 


S' |t .r’id'.t |l.d':t. 

, 1 } se 

.n j f .n 

:f .r |n 

:se 

|1. :1| | 

It 0 

- mens great sue cess in 

war, Ofj con - 

quest tho 

sure 

1 to - ken. 

No. 7. 

KEY 0 

. L is A, 


H. Lahee. 


From a Part-Song. 

:rc 1 1 

:n 

If :n .r 1 1 

:rc 

if 

:n.r|l : 

1 .sell : 

:1 ,t| 

a' 1 - 

We 1 all 

must 

work, it ' is 

our 

lot, 

Each! one 

must take 

his 1 

part, 

: pi 1 . r'i d 1 

:d« 

Id' :d'.t 1 1 

:I 

11 

: 1 , sej 1 : 

1 .sell : 

: 1 . sel 

1 1- 

There’s' no 

- tiling 

done, There’s* no - 

■ thing won, With-' out 

the earn - 

est 1 

heart. 

No. 8. 

key A. L is Ffl. 


C. Gv 

Allen. 


From a Part-Song. 

:n t | cl 

; — 

It, : 1, It, 


|N, 

-.2151 In : 

- |r 

:d 

It, 1- 

The | sad 


leaves are ‘ dy 

- 

ing, 

the * sweet 

birds 

have 

flown, 

; n, 1 1 * 


|t| :d 1 1, 

:sci 

in, 

:pi| id I 

- |r 

:d 

It, r~~ 

1 O’er ' ev 


*ry fair | bios 

- 

som 

oncej bloom 

- ing 

and 

1 bright. 

* t| in 

, 

lr :d jr 

: — 

Id 

ili ]W| : 

- Hi 

: se. 


: The 1 fros 

it 

spi - rit ‘ lays 


, her : 

cold 1 fin 

*. gers 

to - 1 

night. 


No. 9 key Bb- Hub®. From “Judas.' 

. :d.r |n :sei 1 1| :t|.d[r :d .t Jd i.r.n [f t n.r l n ir.diti ;1, In • l 

!v Wherswarlike ' Jn . - das ' wields bis right - - eous sword. 

,i;|f ^ ■: ; ■ /Minor MB.de Phrases. V ’ : ; 0 =. ; ; 




im 


10. ■ ;-k»t 

j * l :n „nid ■ :« .*rt | tr 

«MotirsJ. nofe : : &>r tlie owl, nor hist gloomy 


From “ The Owl/ 

fed ’ ■ 

I £?ooi;l •.•'•■. 


i 


in 

Nor 

rise ,1 :s S if :n.njr :d if 

(Thrice' fond -or, pcrnnps, since a' sbwfc l5iu ' k uttt 


3, B. Thomas. 

11, : „t,ja :dnt|M « 

: plight ; The 1 owl hath his share of ; ; § ood > 

-.rjn : 

pride, 

li 2 

Bide. 


n :ri.,nin :t, .4 mi :ti id- •" ,r 

lone -lv the hird, nor hiJ ghust-iy .nato, They’re! each un-to each a 


-.nil :f -r l« :n 

iltiV rent - them from all he 


II kn-hy Smart. From “• UooJ night. S^rioas »" 

:t. |d :n ir -h )d : iii If 


No. 11. KEY Bb« l is 0. 

• •n, in, .n, jba> :se t |li :li. • «< •- r; , . . 

\tJ^ thy cloak of I crim-son gold, Thy day’s high . dn 0 


i ti 


No. 12 . key C. I is A. 

: :|-.ca *1 ise :b In , 

' On I thee a - lone our I **l - «ts stay, While' held in 


l\ h\ Tkohe. 

:re in # »n- jfe 


"From the Tune 4 * Hereford.” 
Ill it id'. it (1 
life's un *1 o - vpa way* 


No. 18 . key B. l isJB. 

:n si :n Iba :se 

Or 1 heav’n, earth, seas and 


Handel. 




a 1 

lie, 


:f 

Ero 


! 1 

I sk y 

I" 

m 


:r 

a 


it 

In 

id .Jtf 

daugh * tor’s 


From u Jophtha” 

| d 1 :se il lt l 

toflo 


4 


ii 

Mood 


t r ■, 1 1 * r From “ The Lady of the Lea.’ 

No. 14. ■wvD. LU3. Hbhry Smart. 

n in iba :se jl ’.t id' : 

Cold with - in the lgravolic-s she, 1 Sleop-ing peace - f«l- U. 


No. 15. KEY B. L is B. 

t .n :1 .t id 1 :t .1 


ise .1 in 


Leveiiiuge. 

.f in .r id_ 


i All in the! downs the 


fleet was! moor’d, The streamers] wav 


From “ Black-eyed Susan.” 

it; .I, :d .,r|n 


ins 


in the! wind, 


..lid 1 -t il .sell 


( .d in .ba, [ise :n .ri '-1 .t jd :n' • , . . — 

IJDoos my sweet William, Does my sweet! Wil - Bam 1 

(Minor Mode Fhraaes.) 


» mwt 
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No. 16.. KEY 0. LiaA. 


Henry Smart.’ 


From u 

; Now May is hois.'* 

1 :Lse| 1 :t |se.ba:se.l| t 
l f 1 

IBB 

(n ;LseJ 1 

ise 

't :n 

|d' |~ 

No. 17. KEY A. Zkn. 





From the same. 

| th jn jt< :se f p 

• * * 

{— :ri| j bai 

:se { 

1 li *t| 

Id i- 

1 

No. 18. KEY 0. Lis A. 


Haydn. From 41 . 

Achieved is 

the glorious work.” 

|| m :n jba :n J ba :se 

|1 

: 1 1 :se 

u 

is |f 

|n : 

| J1 r :t id* id' 1 1 : t 

I se 

: | se :se 

u 

:I j n 

• in : 

No. 19. key C. ZisA. 


Handel. 



From “ Esther.” 


:n jse :n |1 | se :n | ba :se |1 ,se :1 |t :se | d 1 |fc 


n 


Fox ' ev - er * bless - f ed, For | ev - er I bless - 

J. L. Hatton. 


i . i 

ed, F 


For I ev - cr I bless ** » cd. 


No. 20. KEY Bb .Xfcff. 
1 1 d :tj | scj :rii 


From “ Jack Frost.”' 

jsei |1| :t| Jd :r |tj :se t j 1 ( :fc, |se t ' | 


Ijn, -se; jlj :1| d :tj |t| :li n :se, j 1{ :d it, :se, ll ( 


No. SI. KEY 0. X wA* 


G. A. Macparren. 


From “The Three Fishers.” 


jjfi :ba in :ba J se :1 |se :1 |t :d' |t id 1 jr 1 :d' |r' :t |1 i— 

Phrases from “Israol in Egypt.” 


No. 23. key E[>. L is C. Handel. 

| Jse j 1 :n iba :se i 1 :f in II 


pse j 1 .t :d'. 
| ; se J1 : 


! — } — - 

:se 

ba 

:se 

u 

;s3 m 

;m J ba 

■:ba 

|se 

I.t |d J 

si 

I se 


I 


(Minor Mode Phrases.) 















ADDITIONAL EXERCISES, 


TO BE USED AS : AN INTRODUCTION TO 


FIRST STEF. 



E.C. Price Vd. 


Ldxuo.v: Toxic SoL-rA Agency, 8, Warwick Rase 


Ex. 1. my D. 

s jd j n : 

J Vv ■ T /•Fv-a' 


“Ex. 2. KEY Sj. i I'd ij»‘. mill Dtttx.J 

n :tl js : — 


) 

i : 

:d 

I'd 




id : 

cl 


n ' 


Ex'.' 

8, 

'■ KEY-' 

0, 

f 




n 

d - : 

m 


s 

: 

pi 

cl 

1 


H 

d : 

— 




— 

4 

tii i 

8 


Ex. 

4, 

KEY 

F. 

t 




vj 

a i 

Si 

1 

n 


d ; 

s 

« — 

~ 

d 



j 




d 

:st ; 

n 


Ex. 

5. 

KEY 

a. 




t 


a 

:si 


:d 1 

m 

I: 


i 


• : 



* 


Id. 

:s f 


c 

s 

:s 


:s 

,L : 

n 



i 

Sj 

r 

— 


, »" 

— I 

cl 




Ex. 

6. 

KEY 

F. 

t 





: a .Si 

;d 


n 

.d 

:n 

s 

:n 

d 

i 






! 

a . 

SjUl 

. n j 


s 

d 

si 1 

d 


1 

n 4 :n 

s :s 

d 

d 

fii s — 

Id : — 


; Ex. 7. 

KEY Gr. 


1 Si 

:si | 

d 

I. Swell 

the ; 

an 

; Sl 

:si 

;s, 

In 

:n 

| n 


the 

! voice 

;d 

:d 

id 


SECOND STEP. 

STVELD THE AHTHEM. 


d 

them, f 
Si 

n 

of 

d 


n 

raise 

Cl 


a 

the 

Cl 

.n 

ture 

a 


s 

song; 
tl 
r : 

sings, 
Si ' 


a 

Praia - 

a 

n 

Praia - 

a 


A.L.C5. 

V\ 

es f 

d 


&L Go. (NewJ. 


2 


JFIllST EXERCISES. 



r 

: cl 

ti 

:d 

r 

: — 

Si 

:s, 

a 

:d 

to 

cur 

God 

ho 

long ; 


Saints 

and 

an 

- gels 

S| 

:si 

Si 

:ni 

S| 

: — 

Si 

‘Si 

S| 

:s, 

s 

in 

r 

:d 

tj ■ 

: — 

PI 

: pi 

n 

in 

to 

the 

King 

of 

Kings ! 


Let 

us 

join 

f the 

t| 

:d 

Si 

:s { 

S| 

,* — - 

(1 

:d 

d 

Hi 


>■ 

Mi-:; 

B 

'■■■: ; , 

WwMm 



n 

:d 

r : — 

s 

IS 

s 

in 

r :r 

a ; . 

I 

join 

to 

sing 

Prais 

- es f 

to 

the 

heav’n -ly 

King, 

i 

d 

:d 

t| 

t. 


a 

id 

d :t. 

d ‘ 

\ 

I ■. ■ 

}.s 

in 

s : — 

r 

:r 

pi 

IS 

s :s 

n : — 

L 

I chor 

- ni 

song, 

And 

the 

grate 

- ful 

notes f pro - 

! long. 

\ 

d 

id 

si 

1 s t 

IS| 

a 

id 

Si is, 

d| : — 


SWEET SXJMMER-TIME. 


t .r 1 :t .s 

Glances o’er the 

s .s is ,s 

Beauteous flow’rs bloom 

jl ,t ir 1 ,t 

“Warble their sweet 

s ,s IS .S 


d 1 .n 1 

crys-tal 

S .S 


stream, 

is 

• ’ry - "where, 

.d 1 it 


ev 

d 1 

mel - o - dv, 

n .d :s 


$ «n in 

Summer-time, 

n .d :d 

Summer- time, 

& 1 .s :s 

Summer -time, 

d ,d :d 


s in in 

d 1 .s is 

t .d> 

:ri .t 

d 1 .r 1 in' 

1. Summer-time, 

Summer- time, 

Mer-ry, 

mer-ry 

Summer- time ; 

pi .d :d 

n .n in 

s .n 

IS ,S 

S .S IS 

2. Summer-time, 

Summer- time, 

Mer-rv, 

mer-ry 

Summer- time ; 

TV* ,r ! id 1 

d 1 .S IS 

s .d 1 id 1 

r 1 .d 1 

It .r 1 

3. Summer-time, 

Summer- time, 

Mer-ry, 

mer-ry 

Summer-time; 

hu 

a .a id 

S .S 

IS .S 

d ,d :d 

& .S IS 

n l .pi 1 in 1 .rj 

j d 1 

1— . 

t .r 1 :t .s 

gai- ly Bing, 

n .n in 

’Tis sweet Summer- 
's .S IS .S | 

time. 

PI 


Brightly now the 

S .S IS .S 

sing a - gain, 

s .d' id 1 

’Tis sw r eet Summer- 

d' .d 1 :d' .t 

time. 

a 1 


Sweetly scent-ed 

r 1 ,t ir 1 .t 

sing a - gain, 

d .a :d 

’Tis sweet Summer- 

d .n is .s 

time. 

d 

: — 

Now the birds on 

S .S IS .s 


s .n 

Gai-ly 
H .d 
.Sing a 
d> . S 


A.L.G.: 

in 

sing, 

: cl 

gain, 

is 


,s is 


Summer- time, 

n .n in 

Summer- time, 

s .d 1 id 1 

Sximmer- time, 

a .d :d 


rf .n 1 :n 

’Tis sweet Summer, 

s .s is .s 

’Tis sweet Summer 

d' ,d ! id 1 4 

’Tis sweet Sirmmer| 

d .n :s .s 




Sing a - 

gain, 

d 

,d 

id 

d' 

.n 1 

IS 

sun’s gay 

beam 

S 

,s 

IS 

is 

the 

air, 

d ! 

.d‘ 

It 

ev - ’ry 

tree, 

n 

.d 

IS 

r' 

d 1 

1 — 


[-time. ' 

n 

-time. 

d' 

-time. 

d 


^ Iii raarkin^tho Tenoi' Registers (as p. 68), study the optional tones (pp. 32, 110), the phrasing 
St Co (2mv) (pp. 69, TO, 98), and the need for piano or forte in each case. 


FI3;iST EKBKCIBES. 

MUSIC 1H IKE VAtilsEX, 


A. L. i 


;Ex; 9. -KE-v"i4?. 


0 (I 


>]■ 


:si 


| cl 


jl. Mu- S 50 
[1st !S| 

1*2. ;Mu-: : aic - 

| In :n 

; ja.. Sing' wit 

} d :d 


r :r 

M.U > BiC ' 
tl itl 
Mu - sic. 
7 :s 

Bis - con 
•Sy. ,S»i ■■ 


Is :n 
! Mu - we- 
ld :cl 

| Mu - sic.- 

n * s 

Join the 

d Hi 


d : si 

Mu - sic 
Hi :ni. 

Mu - sic 

d id 

Swell the 
di id} 

Co. fAW 


:r 

the 


n 

vat 


;r 

lev, 


IS* : 

Si i 

I}. H 

i»i j 

by , 

the ' l 

fire 

side, 

in : 

r < 

I 

itV :- 

toy - 

ful 

voi 

CCS, 

id : 

:d i 

d 

! Sj 

IT 

$ 

n 

Id 

: in 

the 

wood 

, land, 

111 

ti 

d v i— 

f Si H- 

in 

the 

school = 

room, 

|S 

S' 

s 

if : — 

and 

vex- 

a - 

tion. 

IBs 

Sj 

d 

* id 

id 

on 

:m 1 

|s ■ in 

the 

moua 

• tain, 

Id 

:.d 

d 

-■ isi 

in 

our 

nor 

row, 

. in 

:s 

\n * 

i^p 

|d 

- py 
;d 

cho - rus 

Id id 

Id 

:r 

n 

- id 

in 

the 

true 

heart, 

|Sl 

:si 

Si I' 

- isi — 

in 

our 

glad 

- ness, 

Id 

:t, 

a :• 

- in ' — 

! glO 

|n t 

- riou 

.s an 

Id : 

- them, 

— Id t~~ 


(d is. : 
j Mu sic 
Sri; '-in* 


Id 


:r 


■ mi. . the 


|Sj= 


: Si 


n 

hill, 

Sj 


Mu - sic 

m 

the . 

hall. 


a 

:d 

id 

:ti 

i 


Friends and lov’d 

ones 

dear 


i elf hI, 

|n ; 

.Sj 

cl . 

j 

ft 

:d 

} r 

:t« 

d 

! — 

j Mu - . sic ■ / 

in 

tho 

rill;. 


j S i HI} 

IS} 

:s r 

Sj- 5 — 


| Mu - ole 

for 

■ m ■ 

all; 


jr hI 

It, 

:r 

n ** ~~ 

i— ■ 

S Ne’er shall 

en - 

ter 

hero, 


1 Si :sj 

|S* 

ist ; 

dt 

i— : 


r :ti 

|S| 

:ti 

r I— 

1**— 


Mu - Me 

in 

the 

air, , . 



Sj :sj 

i&i 

IS) 

St 1 “ 

!~~ 


Mu - sic 

. in 

our 

care, 



tj IT- 

Iti 

:r 

tj 

1 — 


Of all 

na 

- lure 

fair, 



st :sj 

isr 

I St 

Si i~~ 

} — 


ti :d 

\T 

it{ 

a 

i- 


Mu - sic 

. ev 

“ ’rv - 

where. . 



Sj :n 5 

IS} 

tsi 

ni : — 



Mu - sic 

GV 

- : *ry “ 

where. 



r :d 

Itj 

:r ■ 

d — 

I"”“ 


Mu.- ale’s gv 

- *ry- 

where. 



Ui :si 

l»t 

‘•S{ 

dj 
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FIRST EXERCISES. 


KIGHEK, HIGHER WILE WE CLIMB. 


Ex. 10. KEY B. ' 

s :s id 1 :d ! n 1 

1. Higher, high- or f mil 

n :n ! pi :n s 

2.0x1 - ward, on - wardf may 

d 1 :d ! is :s d 1 


- ,r ! |d — is :n js :d ! :t 

we climb f I Up the mount of glc - ry, 


n :n ’pi :n s .s jn : 

2. Oil - ward, on ~ wardf may wo press 

d 1 :d ! is :s d 1 .t id 1 : 

3.Clos-or, clos - or, f let us knit 

d :d (d :d d :s ( |d : 


n :d | pi ;n 

Tliroughthe path of 

d l :s id 1 :s 

Hearts and hands to 

d :-.dfd :pi 


du - ty ; 


In’ r-.r'jd 1 


:n is :d* I d ! :t | 


That our names f may | livo thro’ time, f In our eoun - try’s sto - ry ; 


! n :n in :m s :-.sln : — 

< Yir-tue is true hap - pi-ness, f 

d 1 id 1 is :s d 1 :-.t|d' : — 

Where our fire - side - com - forts sit, f 

d :tl |d :d d :s f |d : — 


n :d |n :n n ;r | 

Ex - cel - lonce, true heau-ty: 

d 1 :s Id 1 :s s :s I 

In the wild - cst wea - ther 

a :-.djd :n s :s j 


r .ri Jr :r r :-.n|s : 

Hap - pv,f wliii her wel - fare calls, 

t, :d " | S| :t| t, :d |r : 

Minds are of co - les - fcial birth, 

$ : — . s | s :s s :-.s|s : 

0, they wan - dor widefwho roam 
S| :d { ti :si s t :d jti : 


s .pi is : d l d 1 :- .t ft : 

He who conquers, f he who falls, 

pi .d in :n n -;.r |r : 

Make we then fa heav’n of earth, 

d 1 i-.d'id 1 is s :~.s!s : 

For the joys of life f from home, 
d : — .cl id :n s :-.sjs : 


Life who con - quers, he 


2. Make we then 

3, For the joys 

d ; : s ' |n 


hoav’n, 

life, 

n 


Id 1 id 1 

d’ :t 

in' 

:r l 

d 1 : 

who 

con - qu< 

3rs, he 

who 

falls. 

make we 

then a 

heav 

*n of 

earth. 

for the 

joys of 

life 

from 

home. 

jn :n 

m :r 

Is 

:s 

n : 


St. Co. 


1 1. He who con - quers, he 
2. Make we then a heav’n 

3.For the joys of ' life 

d 1 :s in :d s 






si :d : : :ti; 
UTm ' M ; a 

Sj :s i : S: ' 
|2.Wi>at tliougli tho 

n :n ;r 

is.Thero at >‘>y 

d :d -:s, 

l.Tliorc-fove I 


H K3T; EXERCISES. 

HEAVES IS MY HOME. 


akan - 
$* ■ «■* 
tempests. 

a 

Srtv 

imrr 


mat - 'o’er . my. 


a :d 

Dan - ger 

s s :si 

Arid time’s 

n :n 

There are 

a :d 

AuiX I 


:n 


Heaven is 

(1 


d 

shall 

:s 


I 

n 

And 

a 

Heaven is 
St. Co. fKew,} 


id 

and 

:si 

wild 

m 

the 

:d 

shall 


:d 

my 

A 

reach 

:n 


there I, 

:d 


.r :n ; 

ger hero, 

.Si *si 

,, ra uc? : ■■■• 

lours side, 
.Si :di 
mur not, 


S{ 

:d 


d v . 

Earth 

JS 

a . 

do, - 

Hr 

:8i 

:si 

Si !- 

I Short- 

is ' 

my 1 

Fi ■ 

la 

:n 


d 

r 

shall 

be 

glo 

Id 

:d 

■si 

Hj *•- 


a 

my 


earth 


sor 

S| 

win 

r 

good 
Si . 

sure ■ 


r 

Fa 

tj 

home 

r 

too, 

Si 

Fa 


.r :n 

sort drear, 

.St :si_ 

. grimage, 
.tj :d 
ti - find, 

;ysi Mr 
ly lot, 

" : A :r 

row: stand 

.ri| : si 
trv blast 
A : t j - 
and blest, 

.s t :S[ 

tv stand 


A,i,.a 


s m 

Heaven is 
Si ■ "HIV 
Heaven is 

s : n 

Heaven is 

Sr ;ri| 

Heaven is 

s :n 

Heaven is 

s :n 

Heaven is 

s :n 

Heaven its 

Si :ni 

Heaven is; 

r :r . 

Hound me' 

t, :t, 

Soon will 

s* :s 

Those I 

St \S\ 

There at 


my 

:cl 

hiy ; 

: d 

my 
id i 

tny 


my 

:d* 

my 

:cV 
niy. : 
id ■ 
my 

:r 

on 
:ti 
he 
:s 

loved 

:sr 

my 


t ■ 

;* — *. , ■ I 

..home; 

:d ; — it'-, 

homo ; 
t* 

■ . 

\ home ; .■ 

t Si- ' A— 


! homo;-’ 

Si 

* * 

home, . 


s; 


horn 6 } 

• s 5 . : — 


home ; ; 

Is, 

« TT* 

| home; . . 

Id 

a- m 

cv 

/Tvih#d;;. 

d i- 

A \ HI 

0 -- 

ver* past : 

n It 

ir :d 

most 

: .and best ; 

a •- 

.Si id 

Lord a . 

right hail' 


,n :r 

thcr-land, 

A :st 

at last, 

.d :t r 

shall rest, 

.Sr; :s t 


^ . 
id 

:h 

;r 

a :t- 

: -r. 

Heaven is 

Hi :sj 

my 

:si . 

horno. 

n\ ■■ 

..'■I— 

Heaven is 

my 

home., 


id 

;d 

it, 

d 

/ y ; : 

Heaven is 

. : -iny ; ' 

home. - . 
di 

'■ 1 

la 

;si 

:si 


i Heaven is 

my 

home. 



mmm' - / ' /// ;/r// /.- 


«- ■■ v-v.v/r • :/•- . ■: ‘"'v ■ :"//■.///• 




Ex. IS. KEY 3?. 


FIBST EXERCISES. 
SWEETEST, FAIREST. 


1 • » 
t 


jn : s 

v : — 1 1 — 

est, fair - est, fbest 

of pla - ces, Is home, 1 

sweet 

home ; 

,r |d : sj n 

,r |r id A d : — 

Id : — 

li . /■:/*““ 

1 * • 


is ; 

s . |~ 

the dear ones fwait 

to meet me, At home. 

sweet 

home ; 

1 ; ■ ■ : 

1 b d : — 

id :n 

s : — i * 

1 : . : 

1 : n : — 

in :r 

d |- 

are dear ffa - mi 

liar fa - ces, At homo, 

sweet 

homo; 

,r |n :r d 

.t| |d :si.Si d 

Id :t, 

d | — 

1 /'.f;- /.'•'■ 

I f 

IS • — 

■n ' | — 

and true hearts flong 

to greet me, At home, 

sweet 

home ; 


1 b <* 

i si : — 

Id i~ 


r :-.r |r :d 

’ Qth - cr slues fas 
Si 8 1 |S| :S| 

t, : - . 1 1 I ti :d 

fTriend - ship’s hiindf I 

si s, |si m 


t| ..d jr : — 

clear may he, 

8| ' ~ *N| ]3t 

r .d |t| — 

oft . /have press’d, 
si ; t s i }Sj :— 


n .pi |n :r d 

Oth - cr landsf as fair 

s i .s t | si :t f d 

d :~.d |d :r n 


Hap - py thoughts^ oft fill 


.r |n 

to see, 

.d|d :• 

.s js :• 
my breast, 
.& jd :• 


/ S i 

- .11 



n . b 

“ ,r 

|r 

:d 

s : — 

I 3STono 

can he 

f so 

dear 

to 

me 

f As 

home, 

\ d : 

- .d 

in 

:d 

d : 

- .t, 

lii 

:d 

d )— 

n r 

- ,s 

is 

:s 

s :• 

“ ,s 

|S 

:n 

n : — 

f Yet 

I 

long 

fa 

gain 

to 

rest 

f At 

home, 

1; d : 

- ,d 

Id 

:d 

/S| ♦ 

- .Si 

|S| 

:d 

d : ' ' : — ' 


in :s 

sweet 

Id 


sweet 

I d :n 


s • |- 

home, 

St* Co, fNewJ. 


in br 

sweet 

Id ttr 

|s 

sweet 

i m •“* 


• • ' ■■■•■■■ ...•■■ 




“Piisil 


moil 


raux 


Faith sees its. 
St :st IS? 


sim 


(kamng,ttW 


Beamiiij 


Beauti - iul month 


tem - pests io' 
cl :.r * s i 
St. Co. (New). 


14. KEY 3P. BkAILSI’OBP. 

n In :f s s t in \ i :r jn 

i d a :d t, d ti :d d :ti d 

s s :d r n f :s 1 :s s 

d d : It sv : - « * = a f i :s ' cl 


FIEST EXEItCISES. 

THIRD STEP. * 
BKATLsroup. Bx. 15, 


key A. 


EX. 16. KEY Gr. 


Gregorian, 


ct 

n 

:r 

d : 

o. 

1! r 

n :f 

n :r 

d 

S| 

cl 

:ti 

1, 

.f Ui 

d :d 

d :t, 

d 

n 

s 

:f 

n 

!- ¥ 

s :1 

a if 

m 

id 

d 

:s, 

li 

II si 

cl :fi 

St isj 

dt 


/ n f-':r ti u 

\ si li ilt si 

j cl d :f r 

\ d It :fi. >i II 

Ex. 17 . key G. 

/CS n 

i n £ :n 1 

d r :d d 

s s :s f 

\ d t, :d fi 


: Hares, 

;r d 
:f| Hi 

:t. d 
:si d. 


:ti d :r d 

:si si :si d 


Ex. 18. KKY F. 

s' In :1 Is 
d d :d d 
n s :f n : 
d d :f| d 


- r d 
si li 


foxjbth step, t 

r, r ;d d :t, s' n :1 s 

a 1[ :si s, t, d :cl it 

s f :m n :r s s :fe s 

n t ft :d Sj !- ni It ii*i s. 


s d :m r 

d It id d 

s n :s 1 

nt It ist ft 


E. X Hopkins 

r ;r Id 
d :ti d 
1 : s.f n 
fi :si d 


Ex. 19 . key E[>. 


Bb-t. 

/ r? 1 :s £ s d li d 

I d r :n d . r :'si li :fi Si 
1 s f :n f r s, d :r d 

( a t, :d !| tisii fi is, ni 


r d :t| d 

si si :si S| 

ti d :r n 

sifi ri| :ri cl s 


f.Ejj. 

- ijn 1 :s f 

- f,d r :n d 

- 4 f :n 1 

- f.d t, :d f. 


r cl 
:t| d 
: s.f n 
:si d 


Ex. 20. KEY F. 


Id In :r Id 


Dii, Chipp. 


Ex, 21. KEY G. 


si cl :t, li 
n s :f n 

a | a :s, 1| 


1 1 

s :f 

n :r 

d 

( n 

r ;r s : 

d 

d :d 

a :t, 

d 

d 

t : :ti a : 

£ 

ta:l 

S if 

n i~ 

s 

s :s s : 

f, 

ni :f[ 

sr.s. 

m M 

1 a 

+ _ .ft 

si :fi ni : 

it k T 


- n f*.:s r 

- d d :d d 

- s d :d f 

- tai li :ri| fi 


:r d 
:ti a s- 
:r n 
: si cl 


St. Co. (Km-) 


* Xo DO lRtrOtlUGOUi OliiUip J. w* : 

f To be introduced before page 12 of ** Additional Exercises, 



ADDITIONAL EXERCISES, PART I. 


Note. — I n teaching to sing, these orrises should be. preceded fry nt least n selection. from the 
Exercises of the 1st, 2nd, md Ih'd steps in ^Standard t'onr ,/ f or byth s * Fii>t Exercises f I Mix* 1 
Yokes." And before the 'Ey. on p. 13 is < ommeuccd, either the HI;, < 'o, Ex, of 11 Fourth »Su p. or th - v ' 
on the last page of “ First Exorcises ” &c., should he introduced. For style of singing t&o “Hints on 
the Tunes.” 


Words by 

IT, B t Hickson* "By permission, 
; key B, M. Gfi, 


GOB BFEBB TUB BIGHT. 


*■■■■: is 

l»Now to ■ 


hoav’n ourj prayhs as 


is id ! : 

that pray’r 

is Id 1 : 

tient, firm, 

is Id 1 ; 


- .s n : n 

a- gain re 

- ,s h * n 

, and per * so 

- .s n : n 


•A. Still their on - ward! course pur- 


js :n ! n 

* ceiid * ing, Hod 

| s tn d 

* peat - ed, God 

|s tn s 

► ver - mg, God 
Is tn d 


■ .Mwrieiroin tho 
(/>«!<?«» 


- *r n : - 

the right I 

- .t* d : - 

the right ! 

- .s *8 ~ 

. the 1 right ! , 

a ■ :> 

. thef right ! 


s is yw : 

In a no * 

$ is | d 1 ; 

Ne’er des - pair ■ 
s IS Id 1 ; 

Ne’er th’e - rent 


tn : n ' . 

Me cause con - tend - mg, 

-■'.8 n in I s in 

ing, though do - feat - ed, 

-♦« n in is in 

nor dan - ger fear - Mg, 

- , s n in |s in' 

at length sub - du * ing, 


- .r rt •:.* 
. the right!;: 

thy right! 

** ^ jg/ '- g ' = -*V«» 

the right! 

- <r I “ 

:■■■ the right! 



2* it (i :s. 

Be their zeal in 
n :s j f in 

like the good and 

d f id 5 id 8 ' ; d f 


Pains, nor toils nor tri 


$ |f in jr 
ire * cord * ed, Wit! 
n \t id tt 

in : . sto - ry If 

d f | s is « 

els : : : heed * : ing, ! ■ And 

& j 3 :d sr 


sue * cess on . earth 

d!r ; tt n 

they fail, they fail 

s * j S IS .'8* 
in heav’n’a own time 
Si | sj : #j (| 


f | pi tr 

ro - ward - «vl s 

r jd ;ti 

with - glo * ry,: t 
s |s is 

sue - coed - ing, 
8| | s : f 


Truth ! thy cause, what ♦! e’er do * lay it, j There’s no povr’r on i earth can stay it 


(V i - 

( r 1 l 

- .r 1 ri 1 ^ — J — * 

S I ~~ 

| s : 

-,sji ■ i 

God 

speed 

the right I 

God 

speed 

thej right ! 

d : — 

j s I 

- .8 s' I — 1— I 

8- : — 

1 * ' 

i 

God 

speed 

the right! 

God 

. speed 

the right ! 

s 

|t I 

-,t d 1 |— I 

, g ; ; — 

|s : 

*,8 d* V *■;* 

God 

speed 

the right! 

God 

■ speed. 

the right! 

PI t — 

|y I 

- .r d t — | — i 

■s' ' . : — 

|s : 

r .8 d . I • 

God 

speed 

the right!. 

God 

... speed 

thej right ! 


London : Tonic Sqe-fa Agency, S, Warwick Lane, KO. In three parts, 4d. each. 



ADDITION At. EXERCISES.— BART I. 


: KEY 

F. M. as. 



: d 

In 

: s 


l . Ho w ■ 

mimy 

; a !'■:.■■ 


: S| 

Id 

i r : 


2.He 

bears 

us, 


: n 

Is 

: r 


S.Be 

God 

our 


id 

Id 

: t. 

f ^ 

: n .,{ |r 

: — ■ 

harm 

- fill 

share 


. r - 

:d 

it, 

: — * 

rav 

ing 

wild, 


"S 

: s 

Is 

. _ 

time 

shall 

come, 


t, 

: d 

1 s. 

i ■— * 

d‘.t 

: i . s ': 

11 .S' 

:f ,n 

kill, 

Were 

God 

not 

n .s 

:f .n 

if .n 

: r .d 

warms His 

lit - 

tie 

S 

: - ;d 

Id 

id 

wide, 

An 

ev - 

er - 

d 

: ~-.d 

Id 

id 


GOING HOME. 


d» 

.f 

In 

; F : •; 

pang:, 

■ How many 

: an 

d 

; - A 

id. 

: t. 

as 

in 

wm 

try 

n 

J 

Is 

: s 

guide, 

whate'er 

be - 

ll 


1 St 

: fi 


;s 

it .1 

: 1 .s 


Slight 

sore 

- ~ 



| r .d 

:d ,tr 


. -A' 

faith 

- ful 

s 

: — 

Is 

: s 

For 


ns 

I>ro - 

S 

! *— 

Is 

: s 

m 

: — 

|r 

* " r 

with 


US 


d 


It, 

• 

dar 

- 

ling 


S 

: — 

Is 

: - .f 

last 

*■' 

ing 


Si 

: — 

Is, 



Ger&hxtk* 


s : 

- .a 

|r , 

i n 

ill, 

How many 

a 

d * 

- A 

it, 

: d 

storms, 

Wh on winds are 

s i 

- .S 

s 

bS • 

tide, 

And when 

our 

n, : 

- .n. 

Is, 

id 

s . 

i ;t 

Id' 

: - .t ' 

plague, 

and 

bruise. 

and 

t( : 

a .r 

|d .n 

rs »f j 

ten - 

der 

fa - 

ther j 

s : 

8 

1 S 

i - ,s I 

vide 

in 

man 

- sions' 

s : 

s .f 

In 

; - ,r 

; ■ J 

d : 


1 


there. 




a : 

— 

! 

• 

■ ' yJ-[ 

child. 




n : 


1 

% , • 

Home. 




id 

— . 

1 

1 



W* Jackson, 


JACKSON’S EVENING HYMN. 


mng 


viour, 


2/Fhis day's sins, 


From 


3 -From on 


GFostj 


[4- Whilst 


and van 


viour, 


verse 


our shield 


thine, own 



ABBKIOKAt. EXEKCISBS.— ?AHT I. 


Through tin 


Through the j ‘lay 


.Save 


From 


While 


CIOS 


care 


save 


com- 


peace 


SFBIHa LEE®*,.'- ;■ ■■ _ , 

(Words translated from E. 51. Auspiy hy J. S. ...wxybuass.) a t „u c % 

hr;.-, in.s :f.I|s n.s:f.I[S m iff ■ ft il :& \ 

jf ! — l^V?fin ;r, : - |^Tr a ?n J fTd Qt; ;i ut ; rif : ft * j 

rsfi! ‘ to*-ET *«, Sltir-mur. ttioiiyooiipstt*! Slant- ii>2 j^ 0 ™ ^tliro'l 

.* A! ’ Bird - ia dear, Wit Ale, thou songster? Woods are duuf-T,1 

^ d , ,* TT.-nrt nf 1 Man. Leap nntind worship ; What, thou woiildstaoti 


S : - .t |t :s t.ff t t .1 1s : 

Clam •* her up my cot - tage 

s : :- .x | r : tj r -ft *♦ r tl . * 

ml - dins all mv loved ones , hail, 


leaves, 


Flow’ rs are nod * ding 


When till else are 


mind? 


men all else are i 


iff t :V 

: b 

f ■■■:.— 

: 

hath led 

us, 

:d 

With 


: rt t • — 

ti s — 

; 

us ev - 

or 

0 


iff ff 

: d 1 

¥ • — 

: 

at - tend 

■: us, 

And 


:d f : — 

: n 

r : 

- * 


ADDITIONAL BXEBCI3ES.— PART I. 




/It .1 : s .fin : 


1 : $ 

a 1 

— 

1 1 i - ,r ] 

J cot - tags 

eaves. Ilur- 

rail! 

Hur- 

rah! 


Grow a- 

| r.f:n,r 

Id : 


| l s 

n 

— * 

| r : - .f 

1 loved ones 

hail. Hur- 

rah! 

Hur- 

rah ! 


Slant a- 

I " 

: s 

d 1 : - 

1- 

s 

— 

|s : - .S 

f to thy 

song. Hur- 

rah! 

Hur- 

rah ! 


Chant a- 

[ s : s 

|s : s 

n : — 

M • » 

d 


| St :~,S| 

1 glad of 

mind. A - 

way ! 

, A - 

way ! 


Praise and 

/ s : — 

| — j — 

n : — 

1 

f 


| ~ : — 

Flow 


rot, 


bios 


- 

1 n 

j *— ; — 

d : — 

! : 

t{ 


| — j — — 

1 Brook 

| ’ i 

let, 

| : 

mur 

s 

- 

|- 

I Song 

» * 

| ~ : 

ster, 

1 

war 

S 

- 

,1 

\ Take 

• * 

part, 


my 




THE FOB.TTOE HXJHTEB. 

(Words translated from Kucxert, by J. S. Stallybrass.) 


KEY F. M. 60, 
/ : Si |S| :1| : 

twice, 

ti 

a : - 

: d .d fr : - 

.d :r 

PI 

a i 

r 

Gemach. 

|n : pi : f 

i. rd 

of - 

ten 

been 

told 

That luck 

was a 

ro * 

ver ; 

I 

thought ra 

make 

i : si 

|S| : 

li : 

t| 

d : - 

:d.d|t, 

.1,: s. 

a 

d : 

t, 

Id : d 

: d 

k With clat * 

ter 

and 

noise, 

Whole na - 

tions did 

thron 

g them, Men 

, wo - men 

and: | 


Is, : 

1. : 


a 

: n .n | s : ~ 

,s : s 

s 

n : 

s 

| s : s 

; s 

k in 

give 

Up, 

mo - 

thought, 

Punning af > 

ter this 

huh 

hie; 

Who knows that 

when 

[ : sj 

Is i : 

1. : 

t! 

a : 

:d.d|sj : - 

*1|* t| 

a * 

a : 

sr 

Id : d 

: r 

3.1 

spied 

a 

green 

spot 

In the for - 

est S3 

sha - 

dy. 

To 

build me 

a 

\0.By 

la - 

hour 

and 

thought, 

By skill 

and per - 

sis - 

tence, 

My 

house I 

hare 


/ ■■■ l - 

n.n| r : - 

: n,r d : d : 

if 

- : d*.l 

s 

; rc.s |T 

:Vs: f 

bold 

Her haunts 

to dis -eov - er. 

La, 

la, 

la, 

la, la, 

la, la, 

i d 

:d.d|ti 

: tj*tj d : d i 

if 

: - : l.f 

n 

;d»rj|r 

: ~ -ti 

J boys, 

But no Luck 

was a -mongthem ! 

La, 

la. 

la, 

la, la, 

la, 

Vs : - 

; s.s i s : - 

: s,f n ; n : 

Id 1 

: d 1 ; 

d> 

is It- 

: - : s 

j caught 

She will pay 

for the trou - ble ? 

La, 

hi, 1 

la, 

la, 3a, 

la, 


: d.dlsi : - 

: s. t .s, d : d : 

Id 

: - :d 

d 

: ; n | s 

: - : sr 

\loot 

Without ask * 

ingmy La - dy. 

La, 

la, ! 

la, 

la, la, 

: la, 

wrought, 

Without For-tune’s as-ms - lance. 

La, : 

1% 

la. 

la, la, 

... ■ . 




St. Co. firm.) 


lipSyi 
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itt 








j 

lN‘j« 





n 

* d 

;d 

-■ 

: a 1 

d*.t : 1 

.s: f.n ir 


: .a 

m 

: - 

I s - 

ti i 

: 1, 


k, 


In, 

la, 


; fo, 

"la* In 

, 2a, 

hi, 


la, 

hi 


i[ii 

: : loft 

my 

•. own 

d 



if 


l.f 

m : - 

: d 

Ui 


i ti 

d 

: - 

1 Sj 

is, 

:1, 

i ti'; 

la, 



3a, 


*V' 

hly 

hi. 

' 2a, ■ 


hb 

In! 


aa 

■ askal of 

■ those 

8 

; W 

: n 

Il- 

- 

1.1 

s : - 

: a 

If 

: ~ 


n 


• S, 

yf i ■ ■■ 

: Is 

• 

la. 


la, 

ia, 


hi, 

la, 

la, 

la. 


; la, 

la! 


. l-5.At 

mur 

phieol ! 

d 

: ~ 


! 

a 

d 

d 

; 

)s, 

: - 

: S{ 

d 

: ~ 

Is. 

I Si 


: tj 

hi, 




la, 

la. 

la, 


hi, 


la, 

kt 

la! 


.le.At 

u greafc d 

- ty> 

2% 





In, 

lib 


2a, 


la, 


■ loJiere, 1 

iuek, 

Is my 

















BS. 

a : 


a i 

r : d 

: r 

i" : 

- : r 

in : n : f 

is 

; -.f 

:» i 

r : 

n : r 

id 

* - 

n fi 


gate - way, And wander’d a - 
d 8| 1 1| : l{ * Si 

near me, Where was this shy 

ask’d them If For - tunc was, 
' d :-d : d ( S{ : I| 1 1| | 

gate - way I ask’d, had she ! 
dwell - mg, And here wilt X 


broad. Went this way and that wav, And tried ev’ry road* 

S| : t, |d : d ti d } t f : t, : t s d .: - 

elf ; But nom seem’d to hear me, Each sought for him -self, 

s ; - : s | s : s : » j s. :-.s ; « | s. : s : f pi : - 

near ; They said she had j past them Full nta-ny a year, 

d ? - : 8} f& t d : r j.w .;-x i d | s { ; s$ ; s t d : -• 

ham? They answer’d ‘‘here! wait we, To • wel-eomeher m” 
stay ; Come in, if you’re wil - ling ; If not, keep a * ■way ! 



THE- MAY^XMB^ 

Words translated from the German by J. S. Staley im ass 
key Q. M. 60, twice. 

./: s s :d { :m |n :s td jn : rns: f.ljs : 8| id : L 

( The Hay-time, the May -time, how love-ly and fair, What pas- tii 

lt d d t : - |- :n :d d : dLm nfjri ■ : ~ _ . : . . v‘. : •• 

1 The May time, how* love-ly and Mr, 

jin n :s |s : . : s 1 : • 

f The May - time, 

ltd & Id - s : : i : : i n rd 

v The May - time, What pas - tii 


(x€nb(uk* 

: s { fd : cLm: r,f|n id : f.nA 

What pas - time and plea* sure is j 

: ■ ; t «i |»i : d s..d 1 

What pleasure is . \ 
; : ; v 2 /: 'XT' jfl BS -i. : ;8' : g| 

What pleasure is \ 
is n t i : ti£| d n : d 

What pas - time and plea-surf? is f 


there; 

s :- !• 

SI. Co. (New.J 


: s : s f:-n ] r i t f 

The night - in-gale sing-eth, 

:n n ;-.r:d | ti is. 


is ;$v 
The lark 
: n n ; 


it up - springeth, 

.rrd ; 1 1| : s* 


p 

i 







MUE; 


ABBXTIONAL EXERCISES .- 


d !n 

and bill 
Sj.Sil d 
Over hill 


s ' : - 

: - 

Id' :n.f 

s : - 

: d .r | n :■;«• 

dale, 


Over field 

and hill 

m : - 

: ' 

1- : 

. ; 

: d .cl | d 2 - 

dale, 




Over hill 

s - 

: s 

|s : - : d .r 

n : ~ 

: s .1 1 s ; - 

hill 

and 

dale, Over 

field, 

Over hill 

a 

: d 

id : 


: m .f 1 s 2 - 

s :d‘ 

:n 

|n : s : d 

n : n.s 

: f .1 1 s : - 

gates of 

the 

earth, that were 

lock’d np 

so fast, 

d : - 

; - 

|- :n :d 

d : a .n 

: r .f | n : - 

earth 

- 

- gates, so 

late «ly 

look’d fast, 

n : - 

; s 

|s • : 

i 

V 1 : 

Slay 

- 

time, 



a : - 

i *“ 

|d;- : 

• 

: ! : 


d : 

d.n 

r .f |n 

d 

f .n 

r 

out 

their 

poor pris’ 

ners 

at 

last, 



Si 1 Sf 

d 

d 

Jr. 



poor pris’ 

nors 

at 

last, 



! r |n 

: s 

s 

S 



poor pris’ 

■ ners 

at 

last, 

n 2 

a 

: ti.r |d 

: m 

: d 

S 

out 

their 

poor pris- 

. ners 

at 

last. 


- : - 1- : - : s 

s 


: tf : 

As 

11 

lies and ro 

« sea, 

- ; - |- : - : n 

“* 2 | “* • • 

n 

: - .r : d 1 1| 

: : 1 

is, : 



: ; : 1 : 



-S m | r 

- lota for po 

-.r : d | tj 


s : - ,d i d | n i ~ 
red lit- tie pim 

; : : si |d . : - 

Ana pirn - 
n j-,n;n |s : 
red lit- tie pim «. 

: :d Is, J- 

. And pim * 
St* Co. f'lfeivj* 


: b,.s, d ; - 

And the pinks, 


111 lllllllllllll ill 


a 

|n :-.n:n 

S 2 “ 

Idi : 

- 2 n.f 

and 

hunch « es of 

blue 

• bells, 

And the 


|d : - .d 2 d 

n 2 - 

: - In i 



Bunch - es of 

blue 

- bells, 



1 : : s 

S 2 — 

: - |s 2 



And 

blue 

bells. 

And the 


1 : :4 

a 

id 2 

* j 


s s 2d 1 : n |n : s : d 

In May- time, in May-time, oh, 

a a l- :n:& , 

In May - - time, oh, 1 

n n : - t s I s : - • 

In May - time, 

a a “ | a : 


t\n : n .s : f .1 1 s : 

[ ! tbe Hours* 

V ! d : cl *n : r i S n : 


AJ^itipsTAt fNm h 

SS| d uLn:r£[n :d sftfj* :* 

,G 6 wotgur-luiukor j 

-} : :&i l»i :a ♦ - 


j | si : cl, : c! t| : - 

s wo :i gHX - 1 i fpds 0 £ w '*‘ S » 

* * ft ! fi ; $ * 1 S s • 

* * swaet gar - 1 ;uh 1 h -if ««*« 

s n :& : tixld :n ;d s :• 

Go twine yon sweet gar - tods ef ■&»*’» 


[ftow’rst; 


; - f 

n 

j,r 

: t| : 

A;':; 

■ ■ ■■ . ... 



1 = 

:. ; on 

the 

rnea 

- uows, 





i : * 

: - .r 

4 

i ti 

: s t ? 





l 



■ i 

... ' • •». 

i 

s * - 

-.f : 

: m 

U = 



i 


And. 

deep 

in 

the 

sba - 


# • 

l; 

■:v” . 

n : 

n : * 

- *r ' 

: d 

Iti : 


There is! ful 


. ness of ■ hfo ■ 

■ ■; s,. 8 || d 5 * 

■ ■ There- ist life 


: n I s : d 

: And, there reaeh-efch 

• - i i j n : n 

And there] reach etti 


i d .r S n 

ns no 
■5 S| Id 
And no 

js 

us no 
id |-si 
And no 


THOU SHALT SHOW ME 
ksvB. M. 36 . |d 


1 lf 

the 


s l d 1 

shali show 


pro 

8 .f |M 


it Sd> : 

me the 

: Id : 

Them 


d'.,t -. d'-r' l d 1 : 

nr0 - senco 


of life ; 


in \ 

mil 

id i 

wm . j 

* $ §$■ i 

There h 

:di- 


an- .ttoy* 
: t| tl 
an- noy. 
if , n : 
.an- : noy. 

: si & , 

: an- noy. 


id if 

ahnlt; show 


ness 

- |B « 

Thy 
g.- Id 1 J 

shalt show 

- t . 


St, Co, (Neii'}* 


additional exercises.- 


id* :d* 

And at 

|n : — 

sence, 

|d' : — 


ino the 

: Id 


•toy. 

kt:d'.,r'|di :d' 


f : - I d' : - 

life; in. 

— s n If ’ — 

me the 

n> Id 1 : d' 

plea * sure for 

d : — I li ‘ } 


key 0. M. 72, twice. 
: d'.r 1 n 1 : - 
Fa la la 

I : n „f s : - : - 
: d'.d 1 d' : - : - 

Fa la la 

: d'.d' d' 


|di 

la, 

14 . i- 

: Co. fNmJ 


f 1 If : 

r'.r 1 

n> 

— | d f : 

right hand there is 

plea 

- sure 

| r 

r": 

d 

— 1 1* : 

in 

Thy 

pro 

» sence 

, 1 ~— 

t 

d 1 

— |d* : 

■ . - 

of 

life ; 

in 

d If 

shalt shew 

" 


n |f : 

me the 

s jd 1 : 
shalt shew 

1 : 

~~ 


t Id' : 

me the 

|d : 

Thou 

- Id 1 : 

d> 

r' 

- |d' : 

ness 

of 

1 joj'. 

and 

- |m : 

— 

If 

— |n: 

Thy 


!pre 

- sence, 

Fine, ^ 

- |t : 


d'.,t : 

:d'.,r'|d : : 

Thy 


pro 

sence 

— | — : 

s .f 

n 

; — | — : 


of 

life; 

^ i'ss 

„ j | 

r J 

j 

; S 1 

,r 

er 

more. 

Thou 

— |s : 

S 

d : 

; — | — ; 

- ness 

of 

joy* 



THE WAITS. 

1st time if.? 2nd/., 3rd/:, 4th/., 5th p., Qih pp. 


i -..:r 

j s : s 
ness of 
|t : — 
Thy 


— :d If : — / 

shalt show f 

fi :f[ I f 1 :r'a4 

Thy right hand there isl 

: I r ; r 

in Thy / 

D.S; 

it Id' :d l j| 

ful ness of ! 


shalt shew 


Jeremiah Saville , 166/ . 

; r*. tn‘1 f 1 : - 




la, 

Fa 

la 

la 

la, 

Fa la la 

V: : 

• -» 

» — 

1 S 

n : 

: m 

; s 

In 

: - : f .s 1 

! t. ” 

« — 

■ * — 

It 

d' ; 

: d ! 

: t 

it 

: - : t d» 




la, 

' Fa 

la 

la 

la, 

Fa la 


: - ; 


u 

1 : 

; 1 

: s 

ft 

: - : s f 

* ”* • , — 

• 

r 1 

rt 

:-.d ! |n 


n , f! 

s ! : 

->V : s J .f 1 1 m f 

: m' : - 


Fa 

la 

la la, . > 


Fa la 

la 

la la la la 

la, . 

• ^ 

S 

l s 

; I s : 


n ,r 

n 

- .f : n .r | d 

: d - 

a ■ mm - 

t 


:>.d ]t jg 


t . t 

t 

- .t : t .t | d' 

: 1 : - 


■■ Fa 

la 

la la, 


Fa la 

la 

la la la la 

k, 

'* - 

s 

: s 

: ■- ,s | si : ~ 

•• *: 

n ,n 

n : 

- .n : n .m 1 1 

« 1 * *" 


j: - i:. : ‘ : . ■ ■ 

■ V.: '! . 

• ;; .v- - . 

. , ^ : ; 




ADDITIONAL •f#E.EBC£SES. — -PART I. 


p 

:P t 

-.n'i r ! : . : — • ; 

: h\ 

d s . 

; l 

:ri it 

is ■ 

: d* 

Fa 

r 

la 

x r ' 

la la; 

-.dit, :™ 

Fa 

la 

f 

la 
; £ 

la , la ■ 

l f «n j r 

Fa la to • 

la, 

: r 

la. 

Fii 

:n 


: 1 

; -.1 1 1 ;;s 

: dkj 

t 1 

;■ ® 

: v[ i Ir 1 

t 


: Fa 

la 

lain ht ; 

•f*r 

““ la 

if 

la 

■ la la 

l:i. 

' ■ Ift 

r : 

: tr 

:-.rjs : — 

: n 

: f 

; r Is 

IS 

; a 


KKV S'. M. 96. 


THE GXTCKOO. 
Box, I, 

j : $ n : 

Cuo * fcoo ! 

I : n d : 


A* : d } 

: Li k 


. la to 
s ; si 


f Chou us* . t „ t j _ . * } 

( i s, d :d.d!n.,r : d .m > : - 1“ * 1 

\ Tffhfi biiigs i» the shady thicket near 2 

! f ; -.f|l : f 1 :s !» * ir. 1 : 

Wfc 1.0WO - oho an - swers clear, Cue- hoo! 

a :-!did :fl f I"; •« d : „ ' 

1 : - .1 |f :1 d' :d» |d' : • : * i r " ( : 

is *f if if.nr :r ir : f \ n : "' s ! n : 

(r”t irt-.a'ia 1 " 1, 

i . • I : | : i 1« 

I”. : 1 ‘ ‘ Cuo-koo! 

I k°o! , | : I*. M 


tell me now the songster’s name. 

d.did.dir : si d : 


Cue- too : 
: k d 


J, &£.}*sfacfry : 

8 ; j>t: *.$ : 
Cue * koo t nxid; 
n\d .id* 

I *cl 

■'and 

■ I U 


n .I n v. in I rr . ; ; s; ■ l 
TImT two short notes arc j 

iKvt, A s d Id inf 


The two short notes are 


Id rd 


8 j Pi , * 
Cue-] kooi 

pi Yd i 


18 ]« * 
Oue-koo! 

\n Id? 

: 8 :\n 
Cue - hoot 
; Pi i d 


U : , :S 

SL Co, (Wmj 


• s In 5 
Cue - koo l 

: k I & * 






■-..V .. : i i£ V ': ■ ~ : : . • ■ ■ i-:-.;^?^::^ 

fe /*>*** ->aa .'M a... > * -.. U 8«‘ r 






vr 7 


.KKCISE 3 .— t'MlT L 


ADmnQKMs 


BOH ACCOM 

the oltlSeoiti^A; 


\-m : r ..... 

* lowskip thm 


hour. 


luy^auijp : this 


t| :~Mr .; :.n\- 

g»v * . Wig * 

sj : «S;| si Si 

round Thy throng, a* 

r s-:.r}Jf- 

say - irigpoweiyA./- 
s'j : : tl 

■ lijlFOttO " ■ tO .MMWt,. ; : .' 

tr: ; r-,tl r : : . :tt; 
soul as'sesa. * hk-d 

s, : - .y ti. :; <i ; ; 

r : - ^ r 1 s 'sft 

soul - hW 

s* : -- si t d 


suv - insj-.- -power,. 


grant ns? 


power 


round Thy throne to. j 

ti : d I li*sr* ii*si 


round Thy throne to 


shine, 


more 


more, oiw 


to shine. Thy 
sj i cly : 


hearts mn 


wine. 


ea»eheer,Tiuin 
Sj! Si .: s, 
cat food, Than 
>r| r t s- , 

can cheer, Than 

. 1 , 1 1 ,. :d 


good - ness' more our 
t, ; d 1 s t * si 
hearts con cheer, ihau 


wme. 


wine. 


wine, Than] 


ADDITIONAL EXE ROUSES,— PART X. 


* HOPE WILL BANISH SOBBOW. 
KEV E. M. 72. Words by Geo. Bennett. 

f : -.iTTni” s .XTrT r ,n : f . 1 : s ,f £ : n : s 

l, Once again we’re doom’d to part, Deem not ’tis for ev - er; Lov 

d : -.d : d.d r ,r : d t,.d :r.f :n.r r :d : d 

2. When Pm far a -way from thee, O’er the o - cean sail - in", Yon 

n : -,s : f ,n s .,s : s : — s .s : s :s s :s ; n 

a Faith and trust in heav’n we have, God is ev - er near - est, He 

d : -.d : d.d d f .rt : t ( :d : d 


Swabian Melody, 

-!n7rrr is ,,£ : n ' : — 


if rooted in. the heart, 

~.d : d.d r .,r : d : • 


will often, muse of me, f 

-.s : f .pi s .,s : s : 1 

can still the stormy wave, 

-d : d.d d : — 1 


1 

J ■ n 

r .s ; t vl : s .fe 

i : 

A 

s : 

r 

f 

: - ,n : r ,d 

t{.,d : r : — 


Time nor tide can 

SCY - 

er ; 

’Tis 

the sad a- 

dieus that chill, 

1 

tf .r : n : r 

r : 

r "■■■ 

r 

: ~ ,d : tj , Ij 

Sj .,lj: t| : — 

] 

Tears & sighs pre - 

vail - 

hi gy 

But 

ne’er think of 

me with fear, 

1 

i\t : r'.d 1 : t .1 

d 1 : 

t : 

t| 

: - A : r .n 

f ,,n : r : — 

I 

Bear me safe - ly, 

dear - 

est. 

Then 

, farewell my 

na- tive shore, 

\ 

A A 

sj.sj ; d : r 

£e : 

s : 

S| 

: - . 1| : t f .d ! 

r .,d:ti : — 


cm,. 

r .,n : r : v : ~~ 
sadder '.'still, 
d .,d : a, : — 
ris-ing tear, 

1 4 : t ; 

heart once more, 

£ «,f if i — 


"^nTFT^ i'f.£ 


Say ■“ well meet to -mor 


sj : - .d : d .d d 
Sing u well meetto -mor 
d 1 : - .7 : a . s £ .s 


Sing u we’ll meetto -mor 


.d i r .rc I f 


1 : - ,s : f ,n\ 

Make the parting j 

f :~,n;r.df 

Check at once the) 
r : - .m : f , s ( 
Clasp me to thy ] 
tf : ~ .d : r ,n 


r'.d 1 : t ,1 I s : - ,n : f ,r |r 


row,” Hope will banish sor « row. 

— : d d : - .d : ti,tj t| : d ; 

row,” Hope will banish sor - row. 

t .1 : s .£ pi : - ,s : r ,s f : n ; 


row,” Hope will banish sor - row. 


.$t.* s,.Sjl S( id 


key B. M. 80. 
mf >■ 

: .s Is M d':d' 

I. How beau tx-ful 


HOW BEAUTIFUL THE SUHSHINE. 

Words by Geo. Bennett. 

crcs, __ 

. s is ..rhr 1 : .s In 1 M r ! ;d f .t :1 .r 5 


German Air , 


the sun - shine gleams In glorious summer’s golden prime, 


.n n ,,n :n 

2. But oft the sun 


. s s ,,s :s 

3. ’Tis thus in life, 

. d d .,d:d 


■ .n £ .,£ :£ 

shine brighter glows, 

■ .s s .,s :s 

the cares and clouds 

* ,.a • t j *,ti « t [ 


.f m .,s :s .s :s ,fe r 

And dear-er seems to heart & eye, 

7t l d 1 :d l .r> :n» .r l t 


:s s ,,rt :n .s ::d ! I 

On all a - round it sheds its beams, 

■r n ,,d id .n :s .,s f 

"When sparkling o’er the wintry snows, 

it a< ,,s :s .a J sd« .4* a 1 s- 

Wheh twilight sorrow’s vale en~ shrouds, 

:a d ,,d :d .d :rt ,fi f 


Butjmake 

thepleasures sweeter 

still, 

I .tj 

Id . 

,r :n ,r : 

:d 

it 

Is : 


A.t. 

: mf •■■■. 




1; $m. 

It's . 

.,{■ m *r ; 

;d 

.V 

In 

From 

ear 

- ly morn to 

ev. 

- en- 

time ; 


l r .,ti :d ,tt :li .t| d 
| glowing o’er the autumn sky ; 
* ! s ,,r :n .s :s .s s 


Hope I sliinesmorebrighton sun-kiss’ d j hill ; 


iiet, >,s r : sj .Sj :si ,Sj id 


• via teaching, introduce here St. Oo. Ex. 133 to 145, or “ First Exercises ” 18 to 21. 






f 




t W. t»j 

/ :£* 

[ . And 

\ : s ,r 

< m«i 

: mf 

The 

\: As 


ATiDlTIrtKAt, EXERCISES.— I‘ABT I. 


s ;li i : 

iit ‘6 : ./bi 

n * n \ 

light and shade 

d 3 ' .,s : s 

goM-eu threads 

| ,jj : d 


: ■ v 

- .* 1 . 4 ': a 1 

■ ■■ «r« summer** sped* ' , 

- .n f 4 : t 

more e - qualseen, 

- .a 1 a 1 .a = i 

■- Urns’* welt per- 

- .d £ 4 * f 


UV tT>:r f d * 

And v.nh 3 «jfe 

■ t l s < f $ : s .& : t .,t n 

The d^ml wSH ffih&ii morebji^st m h^M. 

. jf } r 1 ,,n': t *d‘ : r ! .*s s 

Shine bright* r i?n v.»P '■* jevle. 

^'■vf ^ '■ ^':r 




KEY Bi?. M. 72 
• Si jC ?® 

IvOomej free *;:.. d 

| *si W 

i‘2. In 'i rain ft 

i .si is, :* 

3. Then! free - 

, . s , ui, ;•* 

n .$ : s .rc j 

joy- ful »iu * sic 
s, .rt| : Sj *s? 

< girt by ru - gmg 

d .& :n 4 

joy* ful mu- sic 
\ di - .di : di 


» a 

skies 
j n, 
v peace 

: s», 

[■ skies 

l a, 


COMB, BBEEBOM’S EONS, 
Id : -■■ *S{ l Si *Hi * ^ 


* S( j Si : li ‘Sj £Lj:Jj 

and join .in rmg-ing i.-ekd * 

.f? { N{ .Hi I ft »H| *i 

• our- .sky is ■. oft - e& • from * 
,Si st »d i d .d s ; 

come join in mg- mg cho - 

,d| df ‘d; :d. .dj ** 

- ■- D.a 


m *& : \ 

riis, Xn # ! 
di .ni f 
ing, Am) f 
S] .3! 1 

rns, lit ' 

a, .a, 1 


r .a t, .t, : li . 1 . IS, : -|! ' s ‘ ’ 11 . 

- this fa- Wd spot 0*1 Wrfh; t jCome, pm to i 

- «Ii Sj .Sj t t&i S: ’ *j| V u ± hUlth and *- 

OUT land IS rough and &:ai , ^ li K a « Si 

ti .n r *r :d t } * 'j| sCl . . 

tins fa - WA a; ot ol‘ earth ; f»*> . J" ( 

- ,d, n .r, :r, .r t si ■ ■»* *n *< 

f „ n r : ,s f .n : r .A t, .li : *i * a 

fi- rr : m •.« rrr, th -r.r 

la- hours crowning, «*« conntto Wrings to ^ " 

Bhinlg i'4k : And loudly [fi* P^o the tod that 

t s .d Si .Si : *Si t St *»t * 85 as 


.S| ll S tl 

Come, praise the 
* Si £i * fi 

But health and 

,d d i 

Come, praise the 
,ni ft : r i 


,r n .d : f * n 

in beauty shining 

.st Si .s, : si -sj i 

our dai-ly la-iwn^ 
,ti d : r . «d 

ii beauty shm-mg 
% sj d *d : ti *d 


Cb. 


r ADDITIONAL EXERCISES. — PART I. 

n ,r : .s £ .n : r .3 t, ..1, :s, .d _ 

o'er us, And loud. -ly sing* to praise the Lind that g<i\o 

Sj . S| « .S| si .Si : s, .S{ S| *fi • Hi . 1 1 . li. 

crowning, Give countless blessings to the cheer lul Sju 

Id .t, : .n r .d : t, .1, s< .r n .n- f 

| o'er us, And loiid-ly . sing to praise the land that gave 

1 S| .S[ 


. s I ( sr .s‘, : Si .s { l;sj .tj 


i 

f 

: r 

n A : d .cl 

r 

: t ( 

gave 

us 

birth, the land that 

gave 

ns 

4 

i« 

: st 

S| .1| : If .1, 

U 

: si .fi 

3 

spi 

rits 

here, the cheerful 

spi 

rats 

j 

r 

: t, 

d .n : pi .n 

r 

: r 

f 

-gave 

IIS 

birth, the land that 

gave 

us 


f| 

: si 

d, .!( : I, .1, 

f 1 

: si 


d ,m : n .n \ 

birth, tlio land that ! 
Hf .Si I 1 1 . 1 1 i 

hero, the cheerful } 

d vd hd -d 

birth, the land that 

d| A : 1| .1, i 


THE QTJAXE CALL. 

(Words translated from the German by J . S. Stallybiuss.) 
key C. M. CG, twice. , f « " 


Ger&hach* 


pi ; - 

: n.n l n : -.Pt,: pi i f 

: -.s 

l.Hark 

to the Quail how shop pipes 

d 

: d.d | d 1 - d : d r 

:>,r 

‘2. Cool 

onthehea - ther the dew 


S 

: s . s ! s : ~«s : s s 

: -,s 

3.H0W 

come the huntsmen -with horn 

d ; 'J 

: d.d |d : ~.d : cl .trj 

: -.t, 


at morn, t( Come a- long I Come a-long ! 

r |d : — : : :s.,s|s :~ 

•yet lies; “Cold thej night ! Cold the night ! ’ 

sis:—: : •' ; ' I : 


4JIark, when the reaping is I o*v - or and done, <£ 1 11 bed gone ! X 11 be gone • 


d* : d> : a* ! d] : -.r 1 : d> t 

come let us hide in the corn, 

m I S : 1 i s . : -;.s :s s. 

fluttering and shi v ~ ring she cries ; 

& : d) : dhr'l rJ : ~.f ! : n 1 r 1 : - 

here I lie safe in the ground ; 

a : n : f (s :-s;s s 

ruth - less the win - ter comes on. 


| s : -.s : s s : 1 :t | d 1 : -.r 1 : d' | 

Look other, steal- ing through yonder green 
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t 

.d 1 it 

;n ? .n ! r 1 

: rf 

Sr* t 

, .r' g 

drums 

shall heat, 

and the fife 

shall 

play, 

And 

St S - 

.d Is, 

: d ! <d‘ s 

id 1 


*$| i 


"1 st Time. 
r : s 
time & 

d 


way* 

l s d 


u.s. j -m i 
.«i r 

The time 
•st d 


.2nd TmK. 
r : s 


a * way. 

.t< id 


The time 


Co. (2fewJ 
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HAHHEHOTAH, AMEN, 

KKt D. 

ft 

♦ 

Allegro. M, 88. 

I : 

I : 

(From (t Judas Maccabeus,’’) 

: 1 i 

„ : 1 

< 

i 

.r |r»,f.s :1 .s 

: 1 

1 .s : f .d | f .d : r 

Hal - 

le - lu - jah, A-men, 

A - men, Halle - lu- jah, A - 


d a !n£.s : 1 \$ 

Hal-le - In - jali, A -men. 

id 1 . t | d l ,r , .n* : f ,r?V 


1 .s : f *n [r .n : f 

A - men, Ilalle - la- jah, A 

V -.n* ; r f A 1 |t .a 1 :r» 


/ A. t. 

;sd .r | n ,f .s : 1 .s 1 .s : f .n | f .n : r 

Halle - lu - jah, A -men, A - men, Halle - lu- jah, A 


: s d .t| | d : d 
Halle - lu - jah, 
:*'s .f | s ,s : £ .s 


d : tj d |si.d 

Hal-le - lu - jah, Hal - hJ 


Halle - lu - jah, Hal-le- lu - jah, Hal-le - lu- 1 

;t n ,r |d ,r‘n if .n f ,n :r .d Itj.d.is, ! 

Halle - lu - jah, A-men, A - men, Halle » lu- jah, Hal - i 


d : f 

men, A 


jah, Hal 

h i - ^ 

le - 


: - Atuinsi 

- jah, Hal 

:£ 1 $ i 

Hal - le 

.si.lil t, -si : a s 

la - jah. 


men, A 

~ .s,r n 
le- lu 
~ r 1 d ( 

lu- jah, 


: f .n [ r 

jah, 


s : d 1 d* 

men, Hal - le 

r : s s 

Hal - le 

t .1 :f d { 


r» -dr j t ,1 :T d»- 

Hal - le 

f j — :m ; 1 

Hal - le 


:f[ |f f :n!,r 

lu - jah, „ Hal . 

: f ,ri ' r |s : — 

lu - jah, 

: r .r f I d ! »s : d l ■ 

« ; lu - jah, 

: - .t | d r t 

- lu - jah. 


f Hal 
3 

l Hal 


i> .r 1 (d> . .d 1 d' : — [ - :t- 

e - lu - jah, Hal- 3e - - - - lu 

. : - .t| Id^jn : f ,m f .n : 1 .s 1 1 *s if 

M - le - lu - jah, A-men, A - men, Halle - lu- jah, A 
. t - .£ |s : d { I : 

M v- jah,; 

I ,r j n $ .s : 1 .s 1 .s : f .n |f . n : r 

dal - le - lu - jah, A-men, 1 « men, Halle - lu- jah, A 
&t. Co. (ffew.J 


: 'yY. 

."i- .. 



4'f ID ,r 1 d ,t.D l £ .n V 
jah, Hal-le - lu - jah, A-men, ! 
Ill : I : 

roan. __ \ 

sd : - .r . |rt,f.s : 1 ,s | 

Hal - le - lu - jah, A-men, 





A.BBI’I’IOK'AL EXEBCX3E3 . X*. 

V : - ; :; : f. D-* . AA 

I n ; i ^d ! |r l .^ Is : 

. : men* . '■■ ;0 . Ju - ■ : 4 ail » 1P!0 ‘ f 


f n 1 1 » § U *$. * f 

A * men. Hallo - lu- jali, A 


1 ,s ; i .h !f *«' * r 

A - men, Hallo - In- jah, A 


men, 


~rt {$■$ 

With eheruldm and 

,s i i 4 ; \ ^ i 


d 1 j r*. ^:v 

Ite-joico, 

.s |1 :s 

Bo-joico, 0 

■ n> | f { Mn 1 :^ 

Be-joicc, 

*di jd 1 Jf'ttfJt 


di* vino, 


in gongs 


vme, 


With oborubimatid 


BiVdah, in songs 


( t t $ .d 1 : a 1 -d E 1 1 At 

With ohoru-him and se « ra 


h ! .m 1 rn 1 .n 1 jr 1 \ 

se - ra » phim harmo 

s .s ■■■•■: s As ■ 11 

id 1 *r l : n 1 .d 1 j r 1 »d » 

so - ra * phimharmo 


niw 


phim fciivinn 


niona join, 


raoiisp- 


nious jom, 


A. t. , r 

sd ,r | n ,f .s : 1 .s 1 . s * 

Halle - iu~- jah. A-mcn. A - men, 

re, U. : f i '• 

Har - mo - mens join. 

tn ,r 1 d ,r,n : f *n f * n * 

Halle - Si? jab, A-men, A - men. 


men, 


mens 







ADDITIONAL EXERCISE A — FART I- 


har - mo « - mous 
1 .s I .s : 1 .s |f .n 


vine 


songs 


iiious 


vine 


songs 


mous 


vine 


songs 


d'.s : W.d' lU-d 1 : t 

A- men, Hal-lo - lu - jah, A 
f .n : 1 .s 1 1 .s : f 
A- men, Hal-le - lu - jah, A 
5V.t : d J .s | d } .s } r 1 
A- men, Hal-le - lu - jah, A 

I *s : f .n | f .n : r 


d 1 *t 1 : d* »s 

Halle - lu - jah, A -men, 
s ,f | s^f ,n : f .n 
Halle - lu - jah, A-men, 

m ! .r’ | d 1 ,t :d f .t 

Halle - lu - jah, A-men, 

d ,r |m t f f s. : 1 .s 


men, 


men, 


men, 


men. 


menu 


: ri 

d' : 




i : 

■ V;: : 

A - 
: s 

men, 
s : 

: 


A - 

■< , : f 

men, 

n : 


A - 
; r' 

men, 

n 1 : 1 

1 : 

/: : ' ! 

A - 

I . : r 1 

men, 

d 1 : ■; 1 

i v ; 

A - 
: t 

men, 

d 1 : 1 

1 : 


A - 

1 : s 

men, 

1 1 

1 ?. 





Music by 
Samuel IFe&fa 


Words by ®WJ 

Cunningham* 

.key Mt> . Allegretto 


: I ,f 

shadows 


.rf,a 5 : t .d 1 r» f£ ■* 

from the mountain’s browy Shadows, 

.t„d:r .n f s ” 


nurs’d by 

tj .r ::r .n j 

shadows 

r .t| : t .$ | 

nurs’d by 


Shadows 


from the mountain’*! brow, 


t{ .Sj d tii.ii »i 

Shadows nurs’d, shadows r nurs'd 


swiftly {from the mountain’s' brow, 


1 ,f is A 1 a' 

shadows , nuraVtfcy jiteM 

tj «S|,1 1 » ti,r.d,n Xj 

shadows 

r ,t|4 : r *n [r 

Shadows nursed by night 

fi Ji Sj : *** •”( 

shadow’s nurs’d, 


.r’jd 1 : t ,& f jr 1 

from the mountaift’s hi 

*t„d : r .n f 


Shadows, 


shadows, 


from the mountain’ 


s t| »sy d 

Shadows! nurs’d, 


M. 80 , twice. 

m : n | f : - ■ 

And the peep - 

d : d |r : 


beams 


I : nif : - : * 1 

And the peep 

d :a |r ' 


: i •' : ; - 


■ V- V; V • ii ■ : : : i 




ADDITIONAL EKKRf.ISES.- 


B7.t. 

: s 1 »d : - : d t| : 
Now paint with gold, 

:n ! M li : - : U si : 


: f In : - 


beams now paint 

In : — : r d : - : 


- | ir :- : - r : 

with gold, 

- I df i ; - s, : 


r|n : - : - r = " 

.with gold, 

| s, : - : si si : - 

I paint with gold, 

| [d : - : - ti : - 

! with gold, . 

|si : - :s, s, 

\ paint with] gold, 


s, Is,:— : si si : 

now paint with gold 


: - Is-:- : 


n r 


si |d| : - : di s> : • 

now paint with gold 


it, : 

• 1 511^0 


f.B>. 

Ids;- 


: n : n If 


spire, 

:f, n [t,: - 


And the peep 

a :d |r : 


- Iage 

: - |s, : 


: d : d Id : 

And tlie peep 


beams, 

ft*: - 


|d' : 


Id : - : - 

\ beams, 

St. Co* (Ntw.j. 


in in If 

And tke peep - 
: d ; d |r : - 


Ing sun 

:n I : 







| : |f ' i 


: s. 


Id :■ 


ing snh 

: n f : - : 


- id f t - 1- 


BH. t 

s | s d : - : d ' 
now paint with 
! n 1 wl, : - 1 1| 


[s if n 

beams now paint 

: - In : - : r d : - 


- I !r ;i- 

with 
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■ m 


gold, 
sj . ; “ 
gold, 

r :- 

gold, 
st ; • 


fid :\ m 

with. 

t S i. 

paint 

\n .:•■ 
with 

Id,:- 

paint 


d< 


1 S t ~ l 


£ 

now 


paint 

1 S. : - 
now, 


~ l~ 

|n : ~ 

* — 1 . 

r - 

now 


paint 

|S| 

* **: 


ti 

• _ 

ra 

gold 



Sf 5 - 
gold 


|- : - 

r : - 

1 ■?* 

l£L : " 

gold 

S| , : “ 

:f, 

1 - 

1 gold 


: ~ |n : 

with 
S| |S| 
now paint 

- |d : - 

with 

s, 1 S t _ : - 

now paint 


d 

the! 

Sit , 

the] 

: r 

the 1 


Sf 

With] 


with] 


r 

gold, 

s { : ~ 

gold, 
tr : ~ 
gold, 

Sf ; r 
gold, 


I n : 

now 


I* ^ 

now 


t B7. 



a 1 ti : - : - 

4 a, ; - - 1 ~ i ~ 


vil - 1 age 

si : - : - | : fi 

vtl * * * lngc 

spire. 

1- : - 


spire. 


n |r j 

dg : ~ ~ - 


vil - luge 

S[ : - : - 1*1 : ” 

spire, 

4|S{ * I ” 


vil - lago * 




8 , 
s : 1 

.rt |f 

i r l : s,f 

n .,r m 1 

Is .a' 

ft ■ 
bling 
r , 

- hling 1 

Sweet, 

9- 

oh sweet 

ljc_ 

the 
: rt sti 

war 

a .,t,a: f 

..t' i« ’ 

H 

# • 

Sweet, 

fi! : 

oh 

sweet" ;■ 

the war ■ 

i 

| V 

• • • . •• ?* ■ 

# 

1 

1 1 

:j 


.1,8 if 

■in'' 


Sweet, 

- 

■ ■- ''K 

oh 
i d 

a .t( 

.t, ia 

I FI 

— ■ 1 ' * ~v 

.f,n|r 


f 

war 

t: .1 


d 1 

throng, 

Pt"v ' 

S 

Sweet, 

d 


- .f l« : 

Wing throng, 

- ,r |d : — 


A 


~ ,s 1 1 i \ 

oh. sweet the 

A if 


a: *ii 


f 

war 

r - 


d 1 

throng, 

§ 

throng, 

« 

Sweet, 

a 


. . t . v 

.8 I 1 

oh sweet 

.a if 


f 

sweet 

r 


- .r ! I r 1 -4' 

the war - 

- ,f |f .,n 



a' ^ 

Ming 

n .,r\ 


.ti Id 
.f In 

tiling throng) 

*r Id /s- 


S » .d 1 
On the 


i *r ! :r «£ I si 

white emblossom’d spray. 


.n t 
thej 


£ 

On the] 





additional exercjses. 


f .s iiM' i a; ±t 

white emblossora’d spray. 


f .n : r .a hi 

white emblossom’d spray 


: 1 .1 t .dVt: a 1 .d* | t 

Nature's u-ni - ver-sal song 

: f .f> r .njf: n .n |r 
: a 1 .d 1 r 1 .8 : s .s |s 

Nature’s u-ni - ver-sal song 

: f f .n,r : d,r.n,f | s 


m ,r4: r.n.f.s 1 1 

u « ni - ver-sal song, 


Echoes 

r .t| I 


s .f£i:f£.Ul d ' 

u - ni - ver-sal song, 


d'.s 11 .t : d 1 .r’ 

echoes, echoes to the 

| d .r : a M 


d 1 .s 

echoes, 


echoes, 


gchoes, 

d ,n 


11 .f :s .1 

echoes, echoes to the 

a .pi If .r :n .f 


ri.t : 

Echoes, 


echoes, 

d .n 


echoes to the ris 

|n *d : 


.r l ,r* d 5 

to the ris 


echoes 


Echoes, 
d >rt,r 
Ech 


song, 



• : |f : f 

1 ,f : f .r is : 

On the 

! white emhlossom’d spray, . 
i . | d id 

a .pi : n .n If 

V V - On -the^ . 

white emblossom’d spray, 

\ t .r 1 : f .f 1 n : s .1 , 

ta.ta - ta.s 1 1 / • 

1 white emhlossom’d spray, on the 
♦ | ; d . i | 

white emhlossom’d spray , . 

n .8 :si.ta.|li :l.s 


on the 


Mm 




ADDITIONAL EXERC ISES, PART 2. 

esaojiiial tLattof SSd l^IlLUtn % L ™ 

*» Jkt.zux f n H 5 T ™tts day. 

/II, ! d t, I n 1 ^ I > |y ruSiI0 ® I. rom Anglican Hynm Book. /. A*,*, 

l.W Y« tku tto mr „j' s \2, Vt * ^ : f- I" { | r \ 

yfli • 1 | se ( ; 2 , n, : i. _ i t I" pm hr 1 

o/' « - >/,)« - tf ■’ M/ •' * ! “ Sd J 

J4 i rt n :n jf j.‘ n „ . , ih 'J -*«p ■ pit - { 

/.j.Ly -thy tears of bit - ter won ‘ IL. f s '• I j 

\4.Grant us Tieatfi thy w4n S s ' a L. ' ” H' , : ?i d If, 


ca - tiny 


EEY 0* ; ' : . v ' " 

/In : £ 

I I JiiSB MY ■ 

a :d 

2.iVh> - ey 

j s if 

r iJ.TIiou the 

d i 1, 

* i.Ho - h h 

■ :t < 

Joint thy 

rr is r 

I Shall be , 

j t It '] 

All the < 

s V : n ] 

Life and I 

St, Go, (JSfeiv.J 


d . : 

I PI 

id 

f ti 

I 1? 

we 

WAY, 

On 

OUli 

kmm 

d ; — 

Iff 

111 

iV 

% 

* *“ «( 

cm 


thy 

' Jy# « 

n 

Id 

:<T 

r 

low, 

Let 

us 

not 

£ -v | 

d i ■ : ■— * 

'/raw, 

'1 

d f, ■ 

■: «»* ■ ■ 

siali 

l ib 


1 , * n l I * a 

■ hold ■ ■ tiiv ' [tacr. 


BISB MY SOUL, ADORE THY MAKER. 
By permission from Anglican Hymn Book. D t 
: r l d • r I P! * I ti in 1 ' • , 


so ux, A . - non 

t, : t, i, 

east me from 

r : s n 

niglit wast my 


[from thy 


\ho - hj, 

id 5 i — - 


n.l : 1 

An' -• oe£S 

*»r : f 

TUI mn 

*n : 1 

With me 
d f IT 


■*& 

1 

n 

id 

X* ' r. 

AVlTH THEM 

BE 

PAH * 

TAK • 

r l| id 

d 

d 

t, 1 -»* 

Of thy 

(ties -» 


6$ ' - 

I - rll . 

S 

S 

s If 

Ev « er 

my 

Bi - 

rect 

I - taf : f. 

d ; 

rt. 

S| . i — 

Rkkw, a - 

Doifn 

FOB, 

EV - 

London ; Toxic Sol-fa Agency, 

Price 

Fourpence. 


MMmk, 


.11 


KEY E!?. ZisC, 


ADDITIONAL EXEBCISftS. — J?A11T II, 

FATHER, MX SPIRIT OWH'S. 


fin 

i 

- .n | d ,i* : n 

r : — 

i- :f 

1 : - 

.£ 1 r ,n : f 

1 l.Fa - 

ther, 

my spi - lit 

owns 

Thy 

right 

to mine and 

;d 

rc : 

-A IMi; cl 

r •: — 

|- : r 

f : - 

•x 1 11 : r 

< 2. A - 

las! 

the hrit - tie 

rood, 

On 

hu. - 

man life to 

; 1 

Id 1 : 

- ,1 |n : 1 

1 : - 

1 — : 1 

i’ i : - 

,1 If ; a : 1 

f 3 .Tn 

deep 

subniis - sion, 

aid 

The 

brok - 

ken heart to 

In, 

1 : 

- .1,1 1* : li 

f : - 

I- IT 

r : - 

.r | r :r 


G. A, Mtieftimn, 

« 

mo ; 

t, 

lean l 

t - — [ — 

lie, 

se t : — |~ 



f. E?. 

li - 

nyj Tlio eye’s, 

Mi . n ’iti| r J 

seen ! Then who 
d :-£s\l 
ply ; Great grace 
1, :-.l,n|r J 


REARER, MX GOD, TO THEE. 
From Anglican Hvmn Boole, by per. 


Henry Smart. 


prayer ; 


round, 


breath 


come. 


Sir Co, YMwJ 


se 

i 

1 1 : ii .r 

d : 

- .1 1 se : 1 

£ 

r 

Id 


li 

sire, 

the 

soul’s do - 

light, 

Thy wis-doin 

hath 

soon 

good to 

blight. 

r 

d 

In 

: ti 

d : 

- .d | r id 

ta. 

ta. 

u, 

; sei 

1, : - i- 

fill- 

the 

cheer -less 

void, 

Or stay the 

soul 

’mid 

hopes do - 

stroyod ? 

t 

d 1 

it 

J t 

1 t 

- .1 1 r in 

f 

f 

I n i ~ .r 

d J- I- 

great -est 

need bo - 

stow, 

And strong* sup- 

ports 

for 

deep - est 

woe. 

t, 

1, 

1 se, 

: S8| 

1| : 

- .1,1 1, id 

r 

■r 

In 

: pti 

Hi •- i- 


f ! n 

f 

; f 

1 m 1, : 

S8, 

rt ■ : — | 

— Ml -■ 

a 

it, 

Hi 

: se. 

1 Yot 

par 

- don 

hu - 

man 

groans 

From 

hu - 

man a 

go - 

;d 

d 

; d 

1 i.T, : 

Hi 

n, : — | 

- :1, 

f| 

f, 

m 

: n< 

(A 

so 

* lace 

frail 

in - 

deed, 

>Tis 

gone 

as 

soon 

as . 

ll 

1 

: 1 

|ir : 


1. : - ! 

— : n 

' r 

r 

Jr 

: t f 

( Hor, 

when the 

stroke is 

made, 

To 

mur • 

mm 

or 

re - 

l : li 

i, 

:ii 

l*fi : 

ri{ 

d, : — | 

- :l a 

r, , 

» r. 

Iff 

H, 


d : •— 

Id 

MM 

n ir 

. Is : — 

d : — 

|r 

: r 

1 .Mar - 

er, 

my 

God, to 

thee , — 

Hear 

thou 

my 

s, : — 

1 IV 

: r 

d : t f 

|d 

d :~~ 

Id 

; ti 

2. Though 

tho 

great 

bat - tlo 

rage 

H0t • «■ : 

,1/ 

a - 

ri : 

if 

: 1 

p3fg i s : 

Is 

n ■ 

U 

: s 

Z*Whm, 

m 

course 

fui « ishetl, J 

Breathe- 

i mrj 

last 

d : — . 

If, 

:r } | 

s « . 

filn, : — 

1: : - 

If, 

; si 

4. And 

when thou, 

Lord* once more,- 

Clio - 

nous 

shalt 


0. t 

pi 1 : 

E'en 
M ; 
Ml 
V HV : 


|d ! i “ 

1 still 

n • - 

Through 

1 ;~ 

E 

i ; : 

Thro you 


ABDltlOKAH JSJtjBBClSES.— PARx XI. 


i 1 i t d 5 ; r 1 ■ |f|i 

fho igha bea , yy ■ % 
| f ; ■ : ;$ s ■ ' ff ; ?»" 
wli.-ro my | ism - fain' lie 
(T' in |s* 


jr ; : s .f n 


m w-~*/ 

: i r I tl 


r dvvell -dug plaei 


au isiv 

S -4? . „ V 

I - : s 

toils and 

| 1 .t : d> 

" ■■■ voa thei 


r } : r ! |d« 

■prayer.. .shall be, 

1 i s ,f in 


j (1 ! ; : t jl ■ 

i-n ' :-r ,r cl : • 

.me /•'••• be found ; 

1 1 i S0 11 y. 

fi/ 1 death; 

fn :n J I, 
t% luighvl homej.! ' 

f. F. 


s 1 : s 

and strife t 

d 1 d 1 : t 

there ' shall . J 

n f is 


my 

>n : r 


God. 

it 

To 

In 

THEE, 

r •— 

Near 

id 

CT 

it| 

ifj 

» t-| 

ai [ sej 

If 

J ;Sj, 

i Si 

God, 

TO 


Knar - : W 


.to 

: r 

r 

.* r 

; 1 ,;t V ; i * — f : 

■ t 

In 

■ 2? Q 
© 

TO 

: r, 

THO, 

j n , i ~~ 

lYear * ' 

, f i i - 

■ £>' : 

is, 

ia 

i Sj 

God, 

TO 

THllZ, 

j iT<?«r 

ar 

ta 


■ Rey JL* M, 120, Alkara Vivace. 

mf Solo S, or i 1 


THE aiPSX'S TE m\ 


Biyhi metti wires- 

Symphony* 

Si. Co, (XmiJ. 


*< / : f :r VI :-,r :d !.?, u l : 

l.Wfc Hvo so mor . ry, so J JK ,, . ,, v 

-tome to par green - wood home and blithe- 

'•& i id id ;d m 

Xjii, la, ■ 

: s ' * i fi[ : : St : $i : i 

in : n : n : n ; n : i 

d i : : d| : : d, : * 

La. ./'.'I la. 

O.S. edition W. H. Bfflcir, London Street, Rvading. 




Bohemian Air 

arranged 

1 by:T, 

V JL 

IHrch. 


: f? 





(By 

permission. 



Ur 

: d 

fra j 

r ■ 

«• 

• -- 


ry, so 


hap 

■> nv 

and 

.free, 



r wood home 

’ and 

blithe some 

be, 



d 

. id 



id 

id 


: r 

ITv 

si 

i Sf 



: Sr 

iSf 


i: li ; . 

: If 

n 

: n 
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sleep 
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though 
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yet 

while ’tis dark, 

’tis dark one 

■••• . , ■ . "7 : -'.-,7-; -:77,7 ; - ; -7: 
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r : - - .d 
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while, ’tia dark one 

shuts one’s lids, vet: 

while ’tis . dark one I 
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d 1 ; t |,1 : s 

1 : - ,1 1 r V~ : 
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while ’tis: dark one 
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j while 'tis dark one | 
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I is | f :n 
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S| If : — 

f in / 

while ’ tis dark one 

shuts one's lids; one | 

shuts, 7 one. 
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still 

dreams 
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And 

still 

dreams 

on. 
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! ti : — 

d : — 1 — 

still 

dreams 

on, 

and 

still, 

and 

still 
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on. 
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. | 1 

S ir- 

still 

dreams 

on, 

and 

still 


dreams 


on. 
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still 

dreams 

on, 

and 

still dreams 

on, and 

still dreams 

on. 


Words by ANGEL OP HOPE. 

Geo. Bennett . (Arranged for mixed voices D y Alp red Stone.) 

key B. Sostenuto con espressmie. 

Solo-— Contralto. 

: | .^i : *t •S( d • 1 ^ \ r .n s >j 

1, As sweet to wea « r y hearts as slum 

2. Blest angel, dark were life with- out 


Music by 
G. Reichardl . 


; -W f ■/ :/ 

as slum - her, 
with- out thee. 


And brooding 
To prince & 


Hm, &c. 
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Hm, &c. 
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: t .1 | s ./ : % .r | r ^ : rZ 


gent - ly 
pea - sa: 
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sant thou art 
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When earth’slow- press - ing cares en • 

Nor age nor youth can ev - er 


cum - her, 
doubt thee, 
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/| \d : r .n r 

f Bright Hope comes ran 
[ 'Thy radiant pros 


sion’d from 
once all 


it,. 2 — 

Hm, &e. 

I s : — 


a* hove. : 
must. cheer. 


I - ..v Id 1 

Whore gloom’d ilir? . cloud, 
WwoetBempli. who, 


a glo 
wh'OttJi-; 


$ ./ 2 / i ./ 2 s * l t x ; — . r | s : - ./ n I *si 2 d ,r : « *r \d.n : ®Mt 

brightens, Whore sorrow .wept, there glad - ness smiles; While trusting fetith the spi -■ . nfr ■; 

por - tals Shiit in those scenes ' so. iHir and bright, Still deign'd to so *• . hiee fed * 


Hm, &c, 


n i- 


t§,l : l ] *l l l .1 d l ,s : m .d\ .?{ * m ,r d : 

light- ens, And aimless doubt no more bo- guile: 
mor « tals, Andha-lo earth with heavVsde- light, 


fQukker. 

— [ .s 2 $ .s se 

1 .While trusting faith 

— [ *n : n «n n 

- i .ffrd'.d* ri 

2.Still deign’d to so 

- i ,d»: d , .d l t 


-.seise 


t . 1 : 1 | . .d'st.l s : - ,s | s a 

light - ens, And aimless doubt no more be- guiles, 

Pi : n i .1 : s ,f m : - .n| r : - .r r 

|| : &> | .d 1 : a*.€l J d 1 2 - .d»l t : t t 

mor - tals, Andha-lo earth with heavVs own light, 

I ti l .£ ltd s ■ : - .s I s :-.s se ; - 
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And aimless doubt no more be- 1 
j .drcl.d d , : £ \n jr iWr/ 

1 .1:1.1 d 1 :-.d'|t :-,t I 

And ha-lo earth with henv’n’s own! 

| .1 : 1 .1 f :-.f|s :-.s / 
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near us, 


near 


near 
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2.Come 

d 
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.f | fm\- 

,ci ! Id^y 

■'so blest 
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Who shall he, 
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who shall be 
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St. Co. {Mto.) 


A [d 

are fed 

.a id 

.1 |s 
are lied 
, f | FI 


♦d r 

and iul ' 

v d d 
.s s 
and all 

.n f I n 



ADDITIONAIi EXERCISES. PART II. 
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Come, 
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lia, 
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way, 
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come, come a - way, 
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P Original time. 
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come, come a- way, 
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come, come a- way, 
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not worth 

.d d 
• d d 

not worth 
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come a- way, 
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• s |1 
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come, come a- "way, 
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come, come a- way, 
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Come, Au- 
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Words by 

John Oxenford. 

key D. Andante, 


AT BIBST THE MOUNTAIN BILL, 

(Part-song from "Jessy Lea/*} 

(T, B. Copyright.) 


Music by ■ : 
fd, A . -Maefapmu 
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At 

first the mountain rill is 
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And from its 
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- on 
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Then each pebble in its 
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Then each pebble in its 
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stay.: 
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Spreading as it 
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8 r> ,4 ? : t .1 

Spreading as it 

nfc .,1 : s .£ . 
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w/ . 

f 1 .jP] 1 : r 1 .d 1 

Soon it is a 

r 1 .,d’i fr .1 


1 Pi l .,r , :cl l .t :.l . s s 

Spreading as it glides a- long, 


t .1 s : 

torrent strong.; 
s J n I 
f dim* 

: ; ^ s 1 .,f { : Pd ,r ! 
Soon it is -, a 


s „s : fe .s : 1 .n ! n 1 ., f ! : 1 

And its path is broad and free, 
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ta : 1 ,1 1 „1 : 1 

strong; And its , path is free, 

S ijS ! b • 8 , i S i S I • "" ,T 

And its path is broad and free, 

~ ~ f dim . 


As it bounds 
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: 1 .1 d 1 

As it bounds 
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As it bounds, 


it is a j tor - rout strong 


in - to the sea. 
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in - to the sea. 
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free, 
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bounds 

in 

- to the sea. 
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free, 
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bounds. 

as 

it bounds 
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path is 

■ free,. 
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bounds 

in 

- to the sea. 


1 .,s : f .n : r .d 

Soon it is a torreni 


Audits path is broad and free, As it bounds, as it bounds in - to the 

taj " ;L.l, r ,,r : f : r . r ; : - Vi : 1 .1 t : - ; 

strong; Audits path is free, As it bounds in - to the) sea. 

: / ,r"TrTTr : : 1 \s ; a jhf : | .,1 : dr 1 >cl ! : t .1 

At first, at first the mountain rill is weak, / But spreading* as it 
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1 : s t : : ^.,s d ! : - .t :1 .s f : : J 

sea. At first tho rill is weak, But 
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At first, at first the mountain rill is weak, the rill is weak, But spreading as it 
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glides a -long, A torrent strong, its -path is broad and free, As it bounds, 
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glides a-iong, as it glides, A torrent strong, i ts path is broad and . free, As it bounds, 
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as it . . bournli 

f f • 1 


it IsOlHld; 


: s s M s : n ! .r 1 : d 1 .t 1 ; - .t : n . f f 

Thus love is oifc so weak at first, - That o’ on the heart 

Id cl **d:d .tl :& .d r .r :r ,r %. 

A. t. ' f ■ "&V 
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Scarcely can its presence "feel ; Bat its, ; pow"? 
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ca.n its ..presence ieel; hat 
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And so might 
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And so mighty is its fore 
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j course 


Nothing can i\ 
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Nothing can re* strain its course. Love thro* all 
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will find a way. 


: 1 .1 d 1 

Love thro’ all, 
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Love thro’ all 
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0 CTE JOY OP S&BXKCF. 


n d .r n.s, : n : r .d r .I| : r : f ,1 Is .r : s .1 : r ,f jn : 

X. O the joy of Spring, Lotus gaily sing, ’While the stuaWneonthomeidki imgJit, 

)'•&.& d.si :d it,, d I,.I( : 1, : 1, .r : t,.t, : t, .t ( |d ' : 

S.Nowthe primrose pate Greets the daf-fo - dil, And the vio-let - scented air is Wet, 

'jpi.f 3 * n i s : s .s f .f :f :r ,f f .f : f .r : s ,s i s : 

n-Tlwn com -panions, hoi To the delete we RO, Amlin luumo - ny be - guile the' hours, 
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lambkins play, And the earth is gay, And all na-ture keeps a hoi V i- day. 

d .st i cl i tj .d s,d.n : s : s *s s ,s ; t A 1 i t s " 

ev-’ry tree Make a melo - dy, Singing welcome to the sun- ny May. 

s \n Is :f ,n r s ,d l : d j s .m 1 r f .n 1 : f 1 .n { : r* *,f 8 m* 

softest trill; How in music shrill. Shall our song the joy-ftsi wo! -kin fill; 
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HOW EOVELY ABE THE MESSENGERS. 

(Chorus from “ St. Paul.’ 5 ) MenMmhn* 

key G. Andante con moio. M. 132. Alto. 
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n 1 |..r* : - :d ! t : d 1 : r { ( s : s : s s : - 

sen -gers that preaish ^the'.'g# - pet • ' :o£ • • peace.,' 
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son - gers that preach 
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throughout all 
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through - out all 
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ADDITIONAI. EXEB^SSS.— PAKT II 
« AWAKE MQ'LXA'E LYBB. 
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har -mo - niOns springs, 
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springs, 
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mo : * nious springs, 
$t. Co. 
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mazy progress take, 

I .si 1 »'S.:"| 1 : d ! d 1 ,jn : f .&{ l 
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d.-rc ,r|r >cl : t { ,d r. m jf 

laugh - ing ilow’ra that round them blow, 
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No w the rich 
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roar, - 
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roar, " 
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roar, to time roar, totlic roar 
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roar, to the roar, 
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■(Copyright.) 
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of ' truth 


of child - hood, With the loyo- 

,d t, : t, :t,.,d t s 
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1 Where the 
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rain 
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.sj ?i£ ;r 
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In man 
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J"****P flf": S' 
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r if uT: * i 

London : Tonic Sol-fa Agency, 8, Warwick Lane, 
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buh 

n 

last 

d 


hie, 

; n 

iug 

: d 


‘ s< 
Of 

: Sj 

it 

: m 

Our 

: d 
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and rigbteOLia am 


eous 


wavs 
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tj „i| : : si A d 

- of end 

r : n .f s 
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: d ,t| cl ,n 

Gaze down 

: si s t 

r d 

Gaze down 


— : t, .t| 1| 

- low, My dog 

— ; sensei If 

— : r .r d 

low, My dog 
ntAAt^i --Hi 


s ,,s : s .f y 
on the ver-dant j 
Sj .,d : d ,d ( 

d ,,n : n .f i 

on the ver-dant 
n, .,ri| : 1, .1, / 

- YTt. ,d ,r \ 

he guardoth them I 

_n, .1, :se„l| M 

- ,M :r ,r ,n f 
h e guardeth them! 
n, . fit : n ( 4 pi| { n, 


I The flocks as they graze, | My dog he g uardoth them, 
f f. 3E> ^ dim. p 

* :dg„s r* :t .t : d 1 .1 s :f : n. . r, : :n . ’ 

From the mourn- tain ha vo I de- scend - ed, Yet how, yet 

: i,n.,N f : f .f : n «n r :r id . li ( 

: m t .,t t ix 1 .r 1 : s .d!. t : — : d 1 ,d d : d d : d .d ; 

From the moun - tain have I de- scend - # ed, Yel how, I can scarcely 

: i|R.,pr S[ : st ,sj :■ 8j .s ( s, • si f lj . .fj . : s, . 

* * " " r ’ * let how, “ 


From thej moun - tain have I do- scend - ed, 


: n . 

yet 

: taj . 

? t t 

d :d .d 

can scarcely 


[ d . . ; r : 

tell, 

1,. : : 

how, 

St, Co, (Hew) 
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fe 

s 

: d 1 .t 

: 1 

.s I 

fe s 

If, 

: r 

d 

J _ 

yet 

how 


I can 

scarcely, scarce 

•iy 

tell 


d 

_d 

in 

: d 

.d 

d .d 

: d , 

: tj 

a 

‘1 ' 

na 

n 

: s 

: n 

,n 

rs. n 

: 1 . 

: s 

s 

: — 

yet 

how 


I can 

scarcely, scarce 

- 1 / 

(f 

tell. 

.. n 

, • 

la, 

i S| 

« "“** 

:S| . S| 

Sj .s, 

: si . 

' ; si 

. d ■ 

. i — ' 






90 


ADDITIONAL EXERCISES. PART III. 


•I 

i ' : • 


f&Sm 


m tei® 


S| 

me. 

n 

me. 


ores, 

n 

’Tis 

d 


'Tis 


: n 

ver 

: d 


.,n 


. r . - f *n <r 

yon cottage it 
d 1 ti *t | it| 


: s 

ver 

:.d 


,,s : r { s t f 
yon cottage it 
,,d : d id t d 



G. t.m.l.r. 


==: 

r 



n 

n ,,n : m cl 4 d t r 

n 


: n 

l — 

n 

true 

there ap -pear-eth a 

rain 


bow, 


A i 

r 

d .,d Mpd ,t. 

d 


: d 

« — 

d 

se 

1 .,1 : ts.s.f 

H 


Id 

: n 


true 

there ap -pear-eth a 

rain 

- 

bow, 

And 


ti 

1, .,li : 3e ,n u n u ri 

d| 


: ri| 

: S| 


E>. Zisa ^ 




pp 


st 

- ; 




: r 


stands : 

pp 




But 


dpi 

- . : .ti 

t| 

-,ti 

it! 

; r , 

r 


But 

she, 

a 

- las! 

is 

de 

rta;e 

: .se 

S8 

,,se 

: se 

: t , 

t 

stands : 







dpi 








i||yy \ 

f .,f 

: f :f .f 

£ 

X 

S 

: 1 

1 

S 

: f 

/ 

she a 

- las! is do- 

part - 

ed, 

de - 

part - 

ed 

To 

1 

r 

: r .r :r .r 

r 

n 

: f 

f 

n 

: r 

\ 

part 

- ed to distant, 

far 

dis 

tant 

lands, 

d! 

To 

y 

t 

It ,t It .t 

t 

— 

. — 

t 

: s 



PP 

I sO| isei.se, 

far 

Si 

r- 

; — 

dis 


tant 
: ti 

\ 


She is de- 

part 

- 

- 

- 

ed 

to 


some 

d 


: - .n : f .r \ 

far land, and 

: - A It 1 .t| 

some far land, andy 

s ,,s : s . s : s ,s 

land, To some farland, and | 

d A :r .f j 

some far land, and' 



I 

: s 

: s .d 1 1 

n 1 

: - 

•fli: 

It.l 1 

s 

: f 

: .1 

1 

: - 

if 

:n,r | 

( 

far • 

• thcr, 

E’en 

far 


beyond the 

sea. 


Pass 

on, 

ye 

sheep, pass 

\ 

r 

: n 

: s 

PI 

: - 

.n : 

: n .m 

r 

. — 

* f 

£ 

» — 

r 

: i-.Xi-i 

j 

t 

id 1 

: d 1 • s 

S 

ii 1 

.n 1 

: r'.d 1 

t 

n 

: .1 

1 

: - 

.1 

:s.fi 

/ 

far ■ 

• ther, 

E'en 

far 


beyond the 

Sea. 


Pass 

on, 

.ye 

sheep, pass 

: V 

f 

: n 

MV 

d 

o, 

.1,: 

: li.l.j 

r 

* ~~~ 

: ,r 

r 

* “ 

.r 

: if.^i j 


d :tj. :d. \ 

on ~ wards] The 

s< : si. : A 
n : r . :s. 

on - wards! Th^ 

s, : f ] . : ri|. 


d . 

shep 

t 


id 


: r .r 


sliep - herd, 0 

1 . : 1 . 


f, . • ft 


d . 


shep - herd, 
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; 0 ■ :.j 

sad, 


The 

shep - herd, 0 

sad is 

he, The shep 

- herd, 0 

n ,ri 

f . 

: 

: ma. 

r : — 

: r 

a . : 

: r . 

sad is 

he, 


0 

sad 

is 

he, 

0 

s , 

f • 

:f .f 

: fe .-f® 

S 1 t 

i t 

1 . : 

: 1 . 

the 

shep 

- herd, 0 

sad is 

he, 

is 

he, 

0 

tSj. ;■ 

ii 

; ;';.|T-y /; /I ■ 

1 .It 

t, :~ 

: n 

f . : 

; f i . 

0 

! sad, 


0 

sad 

is j 

[ he, 

G 


s .s : se se 


_ , PP 

1 .t : r 1 .d 1 : 1 .f 
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SAVIOTTB, BUBATKE, 

“Avjs Veuum.” 


mures 


viour 


iiiaj 


Symphony** 


ness can 


1 .Thou 
2. Watch 


LThou canst save 


Si, Co. (New) . * These measures to be disregarded when the music is unaccompanied. 
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Should 


our couch 


comb 


guards 


morn 


guards 


from 


morn 


•lit arid | death 

See note on previous page. 


wahe us, Clad 
Co. (Kew). 


: — 

i- 

; _ 


f 

is 

: 1 

n : 





are 

safe 

if 

thou 

: — 

i- 

; — . 

— 

: £ 

h 

; r 

d : 



cres . 


in 

bright 

and 

death 

s' 1 

U • 

: d 1 

d 1 

: — 

]- 

: d 1 

s : 

us; 

We 

are 

safe 



if 

thou 

m, 

in 

: 1 

1 

: _ , 

! s 

: fe 

$ : 
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[ bloom, 


1 : 1 1 d 1 : f 

are safe if 

in brig-lit and 

~~ * d 

are safe if 

S : s Is if 


in 

if 


bright and 

h M, 


I s 

erts. 


tse : — 

we 

clad 

! « ti : - 

d : ^ 

It,' 


1. For 

I'H : - 

wo 

s : — 

If 


2. All 
f 9 y ■ : ~~ 

clad 

na : — 

jr .1- 

n 

-v • ■’ . 

ir 

— |r :-,r 

d :~r 

1- . 

thou 

death 

d 

art 

- less 

1 t* i~ . t f 

nigh. 

bloom. 

d : 


thou 
s : 

death 
S r l 

: art 

- If : - . f 

- less 

— 1— IS, 

nigh. 
n : — 

bloom. 

d 

|~ J 


D.t./ 

l r 1 : 1 |t 
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m: 


r 


l£ 

"1 : d ! ft 


<iefe: 


HOTO SHE STOHM-WIND DOTH HOWE.* 
Words for tin's work by J. S. C. 


key E7. L is 0. Allegro mollo. 


P 

cm. 

«— — mr~ r — 


se 

: - .se | se : se.se 

t it .t |t 

: t , t 

Loud 

the storm wind doth 

howl, and tho waves 

threaten 

r 

: ~ -r i r : r .r 

r : r *r |r 

: r .r 

pi 

: - .n |n : m .n 

pi : ri , n i pi 

: n .n 

Loud 

the storm wind doth 

howl, and the waves 

threaten 

tl 

: - *t{ 1 1| : t ( .t, 

S8| : sej.seil se* 

: sej,se f 


:/ 

r' 

death 

V : 

n 

death 

set 

* For T.T.B.B. by inverting the inner parts. 


■ Three Meamm , 




Musk by 
JCruitteer, 


ip, 

: - vn ]n 

tv 

i PI 

,n 


;Liu 

: ni 

cV : — 

/ 

It 

: 1 

se' 

: t 

Loud the storm wind doth 

howlj& the waves threaten 

death 

in 

their 

iti * 

rv 

a 

-.aid 

: d 

.d 

d 

: a .aid 

id .d 

tl : - 

I r 

: n 

r 

v 

: r 

pi 

- .pi |n 

: pi 

.m 

n 

: n .n| n 

: n .n 

n : - 

- |n 

: n . 

f 

; f 

Loud the storm wind doth 

howl,& the waves threaten 

death 

in 

their. 

fu . 

* ry 

•tl 

-.eh, 


• 1, 

i. 

: li.1,1 1, 


1, 

■it. 

id j 

ti 

: s*e t 


Id' 

in 

Id 

In 

in 

iii 


: t 
their 
IT 

in 
their 
; t* 


St. Co. (Mew). 
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: 


■-Itv 



1 

:d» 1 

. 

defge : 

- .seise 

: se.se 

fa 

- Oy; 


Loud 

the storm wind doth 

n 

: m | 

; 

s r ; 

- .r 1 r 

: r .r 

n 

:1 1 

: 

in : 

— : | — 

;n 

fa 

- *y; 


Loud 


the 

d 

:li 1 

: 

n ti : 

- . 1 1 1 1 f 

: t, .t, 




Loud 

the storm wind doth 


1 : - I : ! -I \ 

howl, And the j 

d | :d.d 

n : n .n |ri :n .in 

storm wind doth howl, And the\ 


/ t 

: t . t |t 

:r .r 

d 

: 1 

i 

: 

l waves 

threaten death 

in. their 

fu - 

iy 

) 


} r 

: r .r | r 

: t| .t| 

ll 

: d 

i 

; 

I n 

: pi .n | n 

: n .n 

n 

: n 

i 

; 

waves 

threaten death 

in their 

fu - 

ry 



\ S6| 

: se,.seii se ( 

; sensei 

ll 

1 , 

’ i 

V ' 




— — 

p 




/ t 

: — | — 


t 

; ~ 

.t it ■ 

: t .t | 

i howl, 



Loud 


the storm wind doth 


: — . | — 


fe 

: ~ 

.fe 1 fe 

fe.fe 


: — |— • 

: — 

1 

: 

'.i n’ \ 

1 .1 

[ howl, 



Loud 


the storm wind doth 

V 

: — | — 

: — 

re 

; - ■ ; 

.re | re 

: re . re | 

/ 

cm s\ 


ff 




( dl 

: de'.de 1 ! r 1 

: re'.re' 

,ri* 

: — 

I - 

: — 

l waves 

threaten death 

in their 

fa - 



- 

m 

M .1 U 

: 1 .1 

1 

: — 

i se 

: ba 

1 

: 1 .1 1 1 

: 1 .1 

d 1 ; 

: — 

it 

: 1 

waves 

threaten death 

in their 

fu 


„ . - 


V n 

: s .s 1 fe 

: f .f 

n ; 

; — 


: — 


ll 

howl, 

fijQ E t. L is C. 

fet . : - ,t | t 

Loud 
df 

n.l : 

Loud 


: li *'Il 


howl, 

fa 

I 

howl, 

re 


se 

tT 


rm. 

: t .t | 

the storm wind doth J 

,f if : f .f 

.1 1 1 : 1 .1 

the storm wind doth ) 

,r | r : r .r 

: t A 

And thej 

: fe.fef 

: 1 .1 

And the! 

: re. re ) 



de'rv : — | — 

: r< 

d' : r'.t |tV • 

n \ 1 — 

:r‘ 

d 1 : r'.t |d' : 

Bat 

the 

tom- pest is past. 

But 

the 

torn. - pest is past. 

Ms:-— 1 — 

: s 

s s .s | s. : . 

S A— I — ■ 

: s 

s : s .sis : 

id 1 : — ( — 

: t 

di : t . s | s ; 

d 1 1- 

: t ■■ 

d' : t . $ j $ : 

But - 

the 

tern- pest is past, 

But 

the 

tem - pest is past. 

i, d : _ |__ 
St. Co. (Few/. 

:f . 

n :f,r|n • 

d |- 

:f 

n :f.r|n s 


<* 

• . V;-: V. ' ■ '■ 0- : - ;1 - 



; V-\ y ;';A 









ADDITIONAL EX ERCrSES. —DART III 



I S : $ 
comes the 
|H : (P 
comes the 
I / : n 


I :/ 
comes tho 
Is : 


shine* 
\t : 
shine. 

Mi 



I#* 


mo 


l< 


«g tlw 


■mg- the 

1-v :>j 


H : — f — .• — 

n* 


[ 

storm. - • . . ~ 

x 


1 

t i — |— 

d' 


I ; 

storm. 

»<■ 1- 

' • ' • , "• 11 r ~ 1 

d 

: 

L %-iti 


-Cuouvs. pp 

n 1 


Loud, 

se 

t 

Loud. 

ri 


: n 1 .n 1 


in’ .ri 1 In 1 

and the waves threaten 

‘ 1 : 1 .1 


/ 


wv& ■- 

I n f ;n«.n'f 

tho storm wind doth I 

•sa.fee rse.sef 

the 6ton.it wind doth } 
-« M : : r .r . / 


i .i n 

id' ,d 5 Id 1 . : d ! ,d ! 

and the waves threaten 

’ .d |d :d .d I 


pv r — 

in 1 


death 

in. 

their 

se : 

. ii 

: - A 

ri 

Id' 

: - d 1 : 

death 

in 

their 

V : — 

Ui 

: - .cl ! 


I 

d ] 

fu 

n 


*3V 

: se 


: t 




*>v 

; n 


cr$$. 

.ft' | n' ; n ! .n 1 i rAr 
the storm- -wind doth; 

.n | pi ■ : n ,n ! 

• se| se : se.se 
the storm wind doth 
♦n | n : n ,n 


: re'.re’lre' : reL; 

and the waves threaten 

• fe.fel'fe : fe.fe 
‘1 .1 II : I .1 

and the waves threaten 
:n - n I n ; rj ,n 


/ 


r 1 ; — 

in r 


death 

in 

: their i 

se . 

: f se 

.se/ 

t : ~~ 

it 

.t j 

death 

in 

their] 

n : — 

in 

: - ,n / 



Illlllliil 


^ ‘i. . fvw^v >’ ' <k,i 1 '' ,l1 ; 
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|;gg; 




pc. t. 

Sol 

t. dole 







■f 

:t .se 

11 : ' 

d[/i * 

— 

|A .! 

r 

n } : >s ! 

I s } : 


/' 

I* 1 

X>est is 

past! 

Soft 


comes 

the 

sun 

shine, 


still - 

ing 

the 

:n .n 

|n : 

T 5 : 

— 

1 * - 

s 

s- : 

Is : 


s ♦ ~~ 

1 <5 

: 5 

:se.n i 

|n : 

fe£ ; 

— 

It : 

t 

cP i - 

IP : 

d> 

t ..’h— 

1 t 

: t 

pest is 

past! 

Soft 


comes 

the 

sun 

shine, 


still 

ing 

tho 

:r .t, 

Id : 

i {t : 

j 

1 si • 


d : m 

1 / : 

n 

r : — 

1 s\ 

: si 


flOGiioiivs: 

|fe« : — 


fe'.fe'l fe 1 


post is past! 

i .i ii 


d 1 .d 1 |d' 

pest is past ! 


f'.fif 


the tern - pest is past ! 


:d» t : 

: r 1 r 1 :r , .r I |i* : 
the tom - pest is past ! 


la |s : s .s i s 


| s' : # cV 

comes the sun 

| s : s s 

| : n n 

comes the sun 

\d Id d 


still - ing 

s : t 


lf\.P r ] ! - 

the storm, 


's' : (V 

comes the sun 

\s is s 


Cnours. 

. p. 

: cV \ 


still - ing 
Si : S\ 


: t t i 2 

the storm, 


shine, The 

\s : s 

m :d» 


comes the sun 

| d : d (l 


shine, The 

Id id- 


gun - shine 


tree. 

fKPP : 

is here, 

; s s : 


: m 1 r 1 

The sun 

: s s 


sun - shine 
Sri:’ si ; I 


is here, 

Si d : 


: d> . .. t 

The sun 

: n .d sj 


: iKP d 1 : 

is here. 

5 t S ;! 

: r 1 .f 1 n 1 : 

is here. 

* S Id 


St* Co. (New). 
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: HmTS : OF THE TUNES. 


1 fry-* 98, Transition analysis, “Addi- 
tion it Exffiuises ”pa ge 10, score 3, mop- 
stire t, “How to Observe Harmony,” 
p, i g ( 3 &8> Lot, the bass score 4, measure 
••’*£, hold its'd' well agffissfc/the t audr of 


ihaifpree^:pag , e,-9S j Bepose ln nature, 
| • pageT32; : 'Shtpresfidon-rapidly^ changing’ 


r pp,: .98,- 4)9;' ' : -Pronimeiation, "page, 140, 
lePhia ; *om of . this "G'lec 


'v : \Ve ". fly page 20.-— Force- 
ful delivery. Ex. 217 ; Acceleration 
ol speed and force, page 131. Mark 
breathing places in the long run for S., 
scores 3 and 4, or still better, .practise it 
Tiil it can be sung easily to one breath. ' 
: ilAhAkeA: ffiidry iAv&ry. .''important, ffispeA 
chilly in C. and T. For public; perform- 
ance’ this chorus may be preceded' by 
the bass snug in the Macbeth music, 
importers SS&Fand '521 . Transition an- 
1 Taiys^ ' ' 

' l; ; t l v h ■ U-; ; riFf.’ '■ ' 1 

2E— Subdued general effect, page 98 ; 
Pronunciation, page HO; Developc the 
tenor in the 3rd score ; Mark well the 
most effective part of thy piece, -winch is ; 
at the begirmihg of 3rd score. Trjinsi- 

to Observe Harmony,” p. 67. 

i 

1 * > * , " ■ ’ af 1 s i ui i *■»* A r s 1 1 • . 

C-oa:, ire il a MayMs oo, 

; ^|pii " 'Of ;a ; 

:;aha cf : ' : toil ' ; : - '. Mllicj ■ 

e$peciall^ 1 ii!r:;tb.e; ■■ ; 

measure J, “ How AoAiObserve Hkr- 
,:.. my,” page ••-. 

Ill ! U * . A L o g. ’ . ' V. 11 

uti prolonged tones, page 3<KJ. T ho 
s - 'Deo the pnr ip3i sn’le f mu- 
1< ]i*riVrt Hiov/ Jy jfl,rk'u ; cut is 
reijuived a page 11 -"cores 1 t\, 3, !v» 

■ pinning “ O J ud ah.” Tenors must use 
thin register; in the .higher passages; 

. and this part must be well developed in , 
m ■ uri si t< $ yrhe: ' it a wt rhea th 
»I r ja < m'ascc Ung> fyutsj In 
1th© »ae my 'the bass part must bo 


' . The two; ih’st tnoTeraenfs of this glee 
• represent' the; landscape, -and 'the: last; 
one the music of nature at early morn. 
It abounds in melodial passages and 
fine effects. ' 'Transition, analysis; ■* Ad- 
ditional Exercises,” page 32, score 4, 
'.-measure 2, “How to Observe Hax- 
■ mony,” nage 57. 

; Lorm; xN; this Tiiy mercy’s PAty'pv; 
33. —See “ Standard Course,” for proper 
expression of deepening emotion _ in v. 
2, and increasing urgent supplication in 
v. 3, p. ; 132. -Study of 
sion, Ex. 260. Vowel ai low in pitch, 

:■■■ p, 139. A 'Ses^ye-^the; ; : ■S'ahduod.^od;CCt; , ; 
throughout, but study well the rise 
and fall of its three phrases. Tenors 
must use the thin register in the second 
phrase. 

..- TltohEp * > 
: p;38.^ToB0s;iA^^ 
toning the general effect, p. 102. De- 
- h : : : '{jive due 

: ;The ; ^Jgeat - 

variety of sped and force. The chord 
\ sc. 1, “ Mowrtb ;Observe,”;:pp. ' '73, ; 


1 1 1 1 


brmxg *r < ; J -v iep.it i« a to s tlu f ti 
Mj> eutaidurth lower The ‘long 

l si1bpcsare somewhat toying, The two 
V Mnm^l mpt’be very -bold, „ ; 

- . j d w 3i fit, rgi - * b 
29, -> Expression dumgmgin a. new 
movetoept, gage $6 ; Sunbeams andaha- 


■ a. 

.df -oohgdiiidb: tdies, 5 

The vowel a, p. 140. .Deep feeling ex- 

;pi^8siMfSyApg«is;su';rd;;;todc^^ 

:.; : : m sc;-;i;;dgd«:m&v#eE'.a 
■LiilythEh: >Shbrtl;S^ : gA : ;::3;;:; : :Ecd. 

‘How a ai '< A ’ * 1 . Cl IT , 

'bdssr'ptet ' ■ : -i^EfiBUisralla^sr 1 
LA die i fir s ho vad, on ia 
the octal t 1 . arul r SB . The S i 

1 e - lph '- 1, ;x A* . I > a a cl 

-> ur F. p. ’ A M 1 li - In n->. ' 

T 3o 1 * i jfu:*- A 1 :lit} oi on un tht 

nv pt I- 1 a* r. :i r i ’ -• 5 and J. 

ontmltos hove i - 3d ’ igainsf 
iu chord f 'l A - * . f . Ac- II n v» v • 

1 i t ’ tt , . i " ^ • .d try 

Di ?nnau£ , ■' 35 . 2, j 2 m t , 

same chord > dd* 

Ii'-n - L r v ’ p 3.- A I - ro- 

force; p* 133- TStej 

p. . 00 . V i< At ukes nj; Oit mol- 




?m; Warbling birds, Ex. 
aged toud 4 ?, 100’; 






1 1 ' A/d 


b Inst? > g i mix st % ' f -- 1 ta soCf - , - 
‘PM& L they Tverc pro- . 
fioply doing, ■ A .primary dissonance j 
for the solo part (if .soprano)*. occurs in j 
chbrd. hDS^iju ' £. *idwai€rtiatydi8so- 
hancc 'in the same chord at p* 36, sc* 3* | 


m. 3, See “How to Observe,” p. Oh 
and XT- 4, r >. Also u sc-CHmuary ais.s.i- 
nanee in the chord See “ How te> 

Observe,” p. 100. Also a secondary 
and tertiary dissonance in the chord 
93?, p.,38, sc. 3. ; 3S3:y^ y i^:3:..:yyy^,rc-'^ 
Harvest H<->3IK, p. 80. --Character- 
istics of the “Part-Song,” p. I4t\ 
Form of tones, p. 133. Sharp delivery 
of detached sounds, p. 103. Ascending 
and descending melody, and subordin- 
ate parts, p. 104. Study of unison, uni- 
form ami equal emphasis, prolonged 
tones, “ Vamping,” Ex. 218, and p. 
103. See that the correct tones are 
sung by T. and B. in this vamping 
accompaniment. The vowel on, p, iss. 
Delivery of cadences, p. 108. The flhe 
melody for S, p, 40, so. 2, should be well 
studied, and sung with perfect clear- 
ness. A pure, bright toxic must be got 
at the f {g 1 }, last se., which must not 
be attempted by any bnt./bvrf sopranos. 
KAtiee 4 1 91), p. |0; so, 3., m, 4. Sec 
“How to Observe,”,p. 98. -Tenors 
should use thin register in tho three 
last- tones. , ;/' : -;:A v At 

Away to the fojiubt, p. 42, —Stac- 
cato passages, p. :{03. 1 1 The i lively,, . 
dancing effect of the rhythm, with 'al- 
terations of sforwmdo and, Matr.vi,), re- 
\ quires nmcli practice. The piece is full 

in sc. 4, “ Tra, la,” first / and then pp . 

T ru rs rus; > -* "' l ': * - i i mi S 

at the close of the “ Tra la.” 

, ■ Sunsurkn aw »» n atx* p, 44,'^Mur!** ’ , ■; 
' cal Form, p. 140. Emotion quickly 
uhdh:gibg, : P'-. di32.,'; : 3VowM,A.i, i®?,; 
Sc. 4, 5 contain some difficult rhythm. ' 

. DevoloportgnOi' and 

; ; thirds, sc. 3, 4. , 3A these two parts' th»' ' ' i 1 

Tii its turn : t 1 ' n 4 ip i . 

sc. 4, m. ,2. Bring out' the # at i||| 
close,, which is intended to gdve gr&d ■ 
■ prominence to a repeated section.', • ■ 

If I HAD OPT TWO LtTYM W*Kfl8« p, ' 
45. » hi ! A «* 3? cor , . >n, Es . 215 
' Musical Form, p. 140, lieffcction, p, 
IBS. V.wio' ndw, • tl( Melouiis 
Izait .ti * i in sc a sba a: s ffih 1* 
see p, 30Q ; i>. « « c- basis a. u \a 
id 1 m»6 Th I has? |ipt m 6, 6, - 
some sombw dlffic wmml ;h'a:n; ; > 

fe,, leaping up m o,etay,e agh rcsolvln g-; ■ 
on’ f to '%!. Tenors should mm thin ’ i 
r '3 a at > r 17 a- 4 m. ,i . % 4 » . :, 
:/ ; 4. \ 

i A xqi’fm og Hord, p, 48,— How fed pro* ' 
d i.c( h n m ling' uccoi m ut » p * 0 
To hyoid tom danger of fattening, get ' ^ 
the accompanying voices to listm to ''the ' 

, , the Ion stffined ‘chords m\ 

- 1 tv Si ilPiil i ' lit I lh |Hil 
tuns withou this kind of sympathy 
With the 'leading voted; 1 Tenors shmitfi ' 


• A ,.a'.‘A a-' 







■ ; 3 "'- ■ 


, m 




■;;Sp 




ii-sr the tli in, register wherever possible, 
and the dosed lipa assist, them, to do so. 
The rising* passage, p. 49, m, 8 to sc. 2, 
in- L should he delicately sung m the 
thin, so as not to obscure the solo. 

Th,® Stepra, p, 50.— Musical Form, 
p. M6\ Excited emotion becoming 1 
subdued, p. m The rhythm is ,va-' 
lied and difficult Much practising 
together is required for unanimous dc- 
livery of fctfa-AI which is of very fre- 
quent oecmTHice and' is mingled with 
various other difficult forms. The piece 
abounds with melotlM 'two-part pussa- 
ges, such as S and B, p. 51, 'm : i , whore 
f* • > ! * tala a » >t go d 1 Ira H 

■ Of these two parts while 'the 0 and T* 
in unison, .must be quite smbonfinate. 
Tenors should lisll||§ registproh the 
nates d’ r m\ p. ifafa $f - $ -l 
At juiwi untain tittfa p: 53 

—Ctrow.* *r impetuosity i -- iptlve of 
the gathering force of a .stream, p, 133, 
The mModfe in ,S md T 

alternately, each time § step 

’ higher are tcay dramatic, arid must ?)o 
each one louder than the 
last; < Tenors require to use ;tlm thin 
3tegi&ter for the higher notes in sc. 1, p* 
||| and naif Ipifl sopranos should at* ' 

• i 1 0 v fa f & , In t& 3, r I & no e 

, W after f* 1 is dlfllmjlt. Other high 
pw'agos will tie found far sopranos ami 
^'04$ to bi-54 'w* 5, and p* 55 , ho* ;0 * 
Hatpitili li: , b i lit ’ 1 fa, Bit Mlfl sii 
■ '01 i % *’ , I ii - • i t 

thin register Ikffi. 2, p. X 4. Page .54, 

1 to, % j!, .11, • 't% t$i Bh at,- 2ftj and- cbrww- 
p )' dim <> teMte, 2. 

velopmerit of a prineipai mbbtly, p. 

r. I •' ^ P« .?* bo fa, n 1 1 iis\ houbl 

bd > 1 'oti p £ , & j>, 10 5 / * s jo the 

; 

u 1 re | , c • . e r, ‘ How 
ii) Observe,” p. IIP. The thin register 
should be employed by the tenors ip xa. 

■' 8, ft, >d mull foil * n i n< fa s higher 
than s. 

How ; .<< i • - / n * j * x .is Efmt bs, 

||: 58.— Musical Form,, p.. 146. Towel 
h p < \ppropriatt' spCi.-d .i lib-re . 
jk 382, Bold and sftakmg ihangg, of 
sentiment, Ex. 258, Fugal passages, p. 
148V The proper renclcimg of M plffits ” / 
in t?o: lira y mdtiofa, pi 9'ft Hr ffipl at 

the singer to dwell on tine , 
lotos p W2j m •*. ; % < % o km 4rl- 
. tmiph to '‘reposo— Ess,. 1 Slffi ’ Let' each 
- pattr study , (in hoys suited for e;teh i 
voidi x t lb b v h\ a 1 1 ** this 
piece, and which becomes the subject. 
Be# ‘ k Melodic 3P3rrhsing, ! " p. 98. Only 

- pi n ii i ]o p h f t - 

part, which abound^ in high notes, ofijeu . 


b passp OATHS' tmms, : | 

requiring small registry. In pp, ,19, fti 
the thin register is.c:»ns£anfry aem.'mdtd 
from the tenors. 

.. Awam,: jEoii.^-Lwbis|-|>i 62.— Mm 
feieal Form, p, 146. Bmooth U§m^ p. 
B)B. Down 1 ward rush of . a steam, p. ! 

sustained emu the last chord being cut 
off sharply when the dimax -of ’force 
ffiiis been reached.. The /in mu 3 is very 
. u] n .1 K >( > mi v : 

;/; p. 2, ,The .^hmbvbment’ spirit* 
<$4 -shoffid ha?# very marlmd nmixi. 
Tenors should use thin, 'register at tti«* ; 
; sefiQii<lA*nwaho,*'Lat pv 63,' flr^t |ve ■ 
; m^in the > dnwi, ‘ 1 

, ejccepfci the last note which may be in the : 

"hi »; nr - ., r il • 

: : ;■ 

;■ mim pfmsi'pmm^m, risingp^ffi titoe - 
higher. Standard Gmi^p. m Attml 
1 ,< h M*r. m ri tb? , * , , .... 

; m theg are intended te-givo form to the ; 
atelodf , Study w.toiBbshrTO BGit- ’ 

mat** W*, ffN, m» fur the : 

■ aisHonant; andtelndmatic bhmvls , r 

t & feB; j Only ! ufopmw r t u 

voio>s should ntimtpt theThmMMom- 

: ili&iliipjlii % 
thin register, on th;e'notesr f f 1 ffl'fn &yi 
i X i. 

t fa ■' ";; ; 

fa” in ivj'j , » 

* jest, Batffiopmniitpf'parts, : 

p. 148. 'Study. of synebpatad pasSjagglfa' !j 

, and emphasis in, a melody, Eat. 22?i. , , 

li'braa';l:4*::i|ab*fa’ g 

’. • ‘ ; •• <• p- 10 we ; .‘ ■ - 

j « 1 i . </ j u 1 

“liTi 

■ id'fSfa, : i Bbdvery i.bf -.mhnm* 0 fa. A,: :i 

dia.trd T. ‘in! •< mu' fan* 3 

^'thiar&s&ter-ia the following p#* ■ x 
n lf - * < - V u-t i ’ ‘ nfa m - 

r‘ oud !r - r- tt, i : ' r , l , ] \ 

P tt i. ii -*35 ; fc s r< m i-i ; 
IBagABbfascgly 3>d;p.:Sg^:4, " ffifa2 ; ; Ipbfa . 

<n„t; mi * u . . - . 

' i fa * no ‘ ,! f ’ fa'iu ,•'. j 

* O in ■ ’ r fe ii ffe T ,„;»!')' ’ I 

Tim #0pi>s, p, 11 ■• J M&m ng ”f ottfa 5 

monte in music and words, Safety la ’ „ 
music and iober re^#etafa>hi« in poetry, f 
a 111 1 r , r >i t i> l<! s H fa 

taro of a pgjrtvsoag, p, 14ih Hmmatk '% 
e Ldb ‘v *1 fa . o ; . 

132, The vowql #, p, 13, The normal W 
tow Cse#^ft8)bf TOls|ii#eb^huuld;hb ji t 

p 1 fa nirv-rwii a 1 j • J 

hr * d ■ r • t ■ f n ib a * i 
of y, litfalf: rontrant, but the third, must t 
.resume Jhe .pgandfa'tho close #wuld ‘ a 


I Hosm, O wtiuRB u nrv an . n.iiv, 
i p, ;*{,— LV ifa/idy ut siMl ife >i<rr" n- 
{ ment, p, i(*V and fax. 2l*>. pn- nn* fa • 

I uimvaM^p fSph^yo pine, p. bfa, t f .fa 
Lx, 207, TTJju-sy the nnlofaf ii k! n* # 
let fhr uceornpannng pnrL fang <tuf 
wnfai fnlJc.r Voie>3* w# ** Snftfaffainfafiiai <o . 
parte,” ji. M\ , Bbuly in 'Mh.wrn uh* 
#R, i>, we, */., p, ovn *n t p fag 
4 ij\ p, ID I, fab, p, %), o fate omauiuifa th 
|- # * blfJ, f A, p. TVs., tffamite tt> Ufa: tbhi 
raMnr on w , jn 7»b ««•. *>, w . a, 

I nii :"j ijur-uxt'!- p, ?f. - 'Mn-pt : 
«d. tmin of a glee, n„ Mb, ijfaivf ?v #,j ■ 
If; ||I|ip;|| if }s 44 
pjrixfagvfi, Kx. fa.iy, rnk'oh ! 

liit: m Um fkvt or fate, : 

glee |1| Ibe |: : p^|fa ,J |i||| ip :p|il ifj' fa- : 
• pmvttrmifty bofti'fb bibtslio libr. w fa 

m0 'X rn. I ; f.V 40. 3, m, tl; B, -v*. ,n, 
m. $ ; T I, te„ t i iU'.n H H fa fa-- 
1 pitting Hfa 4, rn, B j 11, »‘v, 5, m t. i lib 
fwigpurt |5a nt o^j?K oti it 78 irntet Ibu.h ' 
both fcho vidrrfa fiertfartlf fcogetio i 
JVnm fdmoiil m,«4f Jl* tfakir regLter 
-m. | J sn. te 2 f the note 1 wn-b. 
in / ft i ««t, ff, til. ft, to p, 18, so, u, ite3njb 
11 • S In ■ ■•*' 

fa' ’. i - 1 ; i id t j . 

. i - <mi Bs,. rfafai. 

1 "... bi 

sag«.i/ > p, pth fltrth tate of ^ pyt ' , 
lb ••• : fa • mi I i i ^ • 
ktimbmhig or l.m cling fbu * 

KiT^j p*t&i‘ A thiAlgfuluftite, ! 

’■.JSKfaSwifa Kbflle ' /L! 

ti!jm fl* ( uifa«h th# 

Itmwimy ,fJipon#Mrt. The tt'faihotihl. 
be kii ug \tyji of# wptetbc^ rm'iy, 'ml ft# j ' \ 
ftMtd )>•= cmfiil to gbwt iff in Ihb «m«sli 1 - 
rcgiiitiv. The' /.'fM ontbwtet rttbegirir 1 
plug of, fffilr sltenltl be, fite»hute«r ' 
livcrefi i . < n , ,* 

verges J,2, top^ q» urtinuf in theftfvt : 
two tmteiii, thus d ;d , The 
is .conutiuitly and stestfid i>M 

awefally ItMteffi -,Br?c fa 1 HnW to 0b«, : 

*•*;.. i ii h - fa fa • 'fa 
p, is,s. Till regwfor *^to«W ,be u < 
by T m tho phrilif teaming id: the ergt 
of in. m eorr»|>ofidnvg r itttt ol w^fi < 
2; it tea ia teurthdiph of v. d,To ; iOi te, ■ 

BtWh'2, ’ ‘ ' . ‘, ■ / ( . .fate : fa 

/ Vn siwrtso A 

terta fa hi tddifa tv, i^tf. ; ttgw nmging,, 

p. 103. Soft im\ Iwhi vtm'WfX \p lOtB 
iSf&r^ikh fur, stiddett >)?*! Thn i 

'ijj3 X>n*mi»tiSo Wrw»r < . 

Bmixe marked go'Hiy {fdl'Umigh w toi ■ 
hhb ^.hwpdted 'UdtWfa m, 5, fh'L ’ 'Hw 1 . 
two '».*'*■. s - n * 7 - •*- 

fui, practice, and stall' .w«'»sw ihm tlm 
tmn^tib»«I lodulftiian , ,\r , m, «t. 4, , 
and dth, return on ite* chord ikJ^ > 


4 


HOTS OX THE TWINES, 


Picardy Third.) See ‘‘How to Ob** 
!§?:?; p. 114* and par, 98, p. 88. 
Tenors one thin register, m. 5, p, 2, to 
aft. iJ r m, I, Page 82, so, '2, m. 1. p. S to 
m. 4 p. l. Page 88* Me. 4, m. 2 ; m. 5, . 
so. 2, p, 4 to m, 3, p, 8. Page Hi, m, 4, 

■ $>, 2 to (?e, 2, m. 4 f p, 8.' Beginning of 
;<e, 4 to m. 4„ p, 8 ; and beginning 1 of sc. 

- O ^4V10trn of tub world, p. 85.— 

' Musical form, of the anthem, p. 145. 

' } 1 nil uv, I 22~ Inereus- 

wig hm.-e on .repeated tones, p. 99. Im- 
portant ivoftb to be made prominent. 
3>. 188. Kmiible snpplie-afcioii* Ex. 280. 
rmwon.pn njge»- piarn,* pp. 98 md id \ 

1 a* transition to rhh .1 tint . p. 88. s.\ 1, 
:l| lliliil as it commences with' an 
upward leap of im octave infJ, and of a 
seventh In B. In the chromatic unison, 
p. 87, m, 4, nothing can help the singers 

III a |1 |1 |fi$ i|IiH 

vbi h rh, i r>< t i! it. w *. >ivt . Hiurly 
a •* to' to 01 wv 1 i ' ' j ioo; i&i ; 
P» 7& 7 *3, p iOi3. Tenons should use 
m HI word ^0/* p. 88, ' 
0$ 5, hiM2p,8?, \ 

•Tip? lakf.in’T, 1 p, SSI— 

^wa^tones* expressive bf passionate’ 


excitement, p. 133. Musical form of a. 
part-song, p, 148. pp in detached notes 
, ; e8|p)t#siyl of p.d82;’ ; : : :Tiiet 

rhythm of sc. 0 should be well practised 

following. i Th© : | whole : 't : : pecl : ::'; : depeh<i| : .; 
upon true intonation of chromatics. 
Study such chords as fe p. 89, sc. 
5, In the light of ‘‘How to Observe,” p. 
118. In the transitional’, modulations, 
p. 90, practise : each part separately, 
then two or more parts combined, and 
dually s it eg -the \u stw n,»*. ririnb 
in ‘"Howl j OUs r n *«r,A, m ns, 
muFEL p 118. ' Tenors -should use' ihm 
repstlr on tike>fowH$$ antes, m 1, and' 
on i, sinuiL-ii passage, ] ? 

also on the triplet, p. 89, sc. 1, in. 8. 

SIVUm u, BRE 1 . HE A\ •EVEXJKW l LESS- 
xkg, p. 91.— Subordination. of parts, 
Ex. 218. Solemn thoughts, Ex. 2fh. 
Melody transferred to different parte, . 

o <r * V IP iou > s : i . t x b 

in God's oar*,. Ex. :b,7 -Study the 
no. m:d iot - oc this pome, Phe * no 
, . f * inly * { uS ni ni v! ; « 
In the transition to tourth 'dat’.’miaor, 
p- \ j t, h o, , .. >w , 
aireadj" .sung.,- which . lessens the diilF 


nulty, Watch all the dFlmgmsUog 
tones as they appear. Look to the 
tenor, sc, il m. 1, 2, Study in “ JXovf 
to Observe/’ * 4U, p. 103, 7 fcji p, as. 

Loire Tin? storm wind, p. 93. —Sub- 
dued description changing to the ex- 
citement of terror, p. The repre- 
sentation of calm after Storm, Ex. ynn. 

e*« ui * > a 1 i 

difficiult intervals in S, p, 94, ?•<% 2. m. 
1, 2, ac. 5, p. i (the latter will be most 
easily $ bj linking tl ran tlou n 
previous 'note, Si! s.) Pmcfc im well thy 
j\ $jml§ /- i 03v II r. • ;p« gi i \ 
sc, 3, 4, Try the parts separately nip. 
93, &C. 4... IVavi soprano* o/dy should 
iilg A toe Mm,- rn S 
odiig tb 4 ' ^m.dl k-co - r 1 r s * re 1 r 
p. 94, sc. 4. The contimiuus li.i-.rl i 
passages, like that at page 1K», sc. 2,8, 
4, ait* very trying, hud good intonal ion 
II M || -"d: ' if 1 * j Ihi p | 
sopranos take |i||lf|i|ii| - windy,' th.* 
many discords aud eliromatic ehr.v.L in 
the 12th a».il 13th step® of 1 * 4 ' How 'fo 
- hi? xvt " On . 'll \ i 1 1 f m 1 
On p 9 : "L- -• . 'tii > . Q \ 


in w : fVlt 




